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S ivananda brought his son Puri dasa with him to 
see Sri Caitanya Mahaprabhu in Puri. 
Mahaprabhu said: “Puri das! Let me hear you 
recite something.” The boy uttered this verse: 


sravasoh kuvalayam aksnor 
anijanam uraso mahendra-mani-dama 
vrndavana-ramaninam 
mandanam akhilam harir jayati 


"Lord Sri Krsna is just like a bluish lotus flower for 
the ears; He is ointment for the eyes, a necklace of 
indranila gems for the chest, and universal 
ornaments for the gopi damsels of Vrndavana. Let 


that Lord Sri Hari, Krsna, be glorified." 


(Translation by Srila Prabhupada) (Caitanya- 
caritamrta, Antya 16.74) (Alankara-kaustubha 
8.77) 


Everyone was astonished that a seven-year-old boy 
could compose such a beautiful verse in Sanskrit. 
According to tradition, Svarupa Damodara 
remarked: “Since this boy fills (pura) the ears 
(karna) of devotees with nectar, he should be called 
Karnaputra.” 
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Introduction 


Kavi Karnapira was initially called Paramananda Dasa. SriCaitanya 
Mahaprabhu jokingly called him Purl Dasa (Caitanya-caritamrta, 
Antya 12.49). Kavi Karnaptira received Mahaprabhu’s mercy at 
a young age: The Lord put His big toe in the child’s mouth (CC, 
Antya 12.50). Accordingly, Alankara-kaustubha is a masterpiece 
of poetical theory. This treatise rivals the greatest works of its kind. 


For the most part, Kavi Karnaptira followed the methodology of 
poetical theory expounded by Mammata in Kavya-prakasa, the 
bible of Sanskrit poetics. Kavi Karnaptra paraphrased Mammata’s 
definitions of poetical concepts, but he composed all his illustrative 
examples. On occasion he showed creativity in the theory as well. 


The science of poetics was an essential feature of a classical 
education. This narrative by Virndavana Dasa Thakura shows how 
Alankara (poetics) was a prominent subject in those days: 


daive pathe mukundera sange darasana 
haste dhari’ prabhu ta’ne bolena vacana 


“amare dekhiya tumi ki-karye palao? 
ai ama’ prabodhiya vind dekhi yao?” 


mane bhave mukunda, “aji jinimu kemane? 
ihana abhyasa saba matra vyakarane 


thekaimu Gji jijnasiya ‘alankara! 
mora sane yena garva na karena ara!” 


prabhu khande’ yata artha mukunda vakhane 
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mukunda bolena“vyakarana sisu-Ssastra 
bdlake se ihara vicadra kare matra 


alankara vicara kariba toma’ sane” 
prabhu kahe“bujha tora yeba laya mane’ 


d 


visama-visama yata kavitva-pracara 


sarva-Sakti-maya gauracandra avatara 
khanda khanda kari’ dose saba ‘alankara 


mukunda sthapite nare prabhura khandana! 
hasiya hasiya prabhu bolena vacana 


“aji ghare giya bhala-mate punthi caha 
kali bujhibana jhata asibare caha” 


“By chance the Lord met Mukunda on the path. The Lord held 
Mukunda’s hand and said: “Why do you run away as soon as you 
see Me? Let Me see how you run away today without answering 
Me.” Mukunda thought: “How will I defeat Him today? I know 
that He is well-versed in grammar, so after a while I will question 
Him on Alankara. I will beat Him so thoroughly that He will never 
again be proud in my presence.” The debate began and they plied 
each other with questions. The Lord defeated each of Mukunda’s 
explanations. Then Mukunda retorted: “Grammar is for children. 
Only little boys dwell on this subject. Let us discuss Alankara.” 
“As you wish,” replied the Lord. Thereafter Mukunda cited some 
of the most difficult yet well-known texts of poetical theory and 
asked questions on different aspects of poetics. The omnipotent 
Lord Gauracandra then pointed out various faults in the verses. 
Mukunda was unable to reestablish what the Lord had refuted. 
The Lord smiled and said: “Go home now and study your books 
carefully. Tomorrow, if you like, we’ll discuss this further.” 
(Caitanya-bhdgavata, Adi 12.6-16) 
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The Title 


In Sanskrit, many book titles express the concept of shedding light 
on a topic. Typically, the first word in a title refers to the topic and 
the second word refers to a thing which sheds light. In the title 
Alankara-kaustubha, the word alankara is a synonym of sdahitya 
(literature) and kavya (poetics), and the word kaustubha refers to 
the famous red jewel the Lord wears on His chest. Thus the title 
literally means “a Kaustubha for poetics”. 


In Sanskrit poetics, sometimes authors select a peculiar term for 
“chapter”: For example, in Kavya-prakasa, a chapter is called 
ullasa. Kavi Karnaptira uses the term kirana (ray). As a jewel 
emits rays, so this Kaustubha jewel emits ten rays that illumine ten 
traditional topics of Alankara-sastra (Sanskrit poetics). 


Similarly, Baladeva Vidyabhtisana entitled his textbooks on 
poetics Sahitya-kaumudi (a moonbeam for [shedding light on] 
poetics) and Kavya-kaustubha (a Kaustubha jewel for [shedding 
light on] poetics), and Rtipa Gosvami entitled two of his kavya- 
related treatises with the names Nataka-candrika (a moonbeam 
on dramaturgy) and Ujjvala-nilamani (a sapphire for [shedding 
light on] ujjvala-rasa (madhura-rasa)). In other contexts, the term 
alankara means either literary ornament (chapters 7-8), emotional 
ornament (5.165), or bodily ornament. 


Format 


In most classical works on Alankara, the format is threefold: karika 
(definitional verse), vrtti (elaboration) and udaharana (example). In 
poetics, a definition is called sutra. Sometimes one karikd contains 
several siitras. The number of the karika is in parentheses on the 
right of it. When authors break down one kdarika into siitras, they 
mention each sutra separately, with its corresponding elaboration 
and example. On that occasion, the letters a, b, c and d after a sutra 
represent the four lines of the karikd. In this publication, the numbers 
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of the karikas follow Purt Dasa’s numeration scheme. However, 
all the numbers we give for reference—in the Commentary and 
in the footnotes—tefer to the central number of the text, not to 
the number of a karika. As for the old treatises which still only 
have a numeration scheme for karikads, such as Kavya-prakasa 
and Sahitya-darpana, naturally the reference number denotes the 
number of a karika. 


Sources 
Our source references are: 


¢ Puri Dasa’s edition (Vrindavan, 1947) (Bengali script); 

¢ Ravi-Sankara Nagar’s edition (Parimal Publications, Delhi, 
1993); and 

¢ The scans of a manuscript from a university in Cologne, 
Germany. 


We also looked at Haridasa Sastri’s reprint, in Devanagari script, of 
Puri Dasa’s edition (Vrindavan, 1989). Purt Dasa says he consulted 
six manuscripts. 


An important resource in translating Alankara-kaustubha was 
Visvanatha Cakravarti’s commentary called Subodhini. The 
preliminaries of the translations of verses are sourced in it. This 
commentary accompanies the text in Purt Dasa’s and Haridasa 
Sastri’s editions. The Parimal edition includes the commentaries 
of Visvanatha Cakravarti (under the name Lokanatha Cakravartin) 
and of Siva-prasada Bhattacarya. 


Gaurapada Dasa 


Matsya Avatara Dasa 


Vrindavan, India 
Karttika 2015 


About the translators 


Matsya Avatara Dasa taught Sanskrit grammar for nine years in 
Vraja: six years in Gopi-parana-dhana Prabhu’s Sanskrit school 
in Govardhana, and three more in Vrindavan after Prabhuji’s 
departure. He translated Jiva Gosvami’s grammatical treatise Hari- 
namamrta-vydkarana in full. He also translated and illustrated 
Rupa Gosvami’s Citra-kavitvani, from Stavamala. 


Gaurapada Dasa translated Purusa-sikta (with the commentary of 
Saunaka), Prayuktakhydta-manjari (by Ripa Gosvami), and the 
tenth book of Bhagavata Purana (A Symphony of Commentaries 
on the Tenth Canto). In the field of Sanskrit poetics, he translated 
Bhakti-rasamrta-sesa (the definitions of Sdahitya-darpana with 
examples from Gopdla-campi, Govinda-lilamrta, etc.) and 
Baladeva Vidyabhisana’s Sahitya-kaumudi (a remake of Kavya- 
prakasa, with Gaudtya Vaisnava examples). He is also the author 
of A Versified History of Sanskrit Poetics: The soul is Rasa. 


subhasitam hari visaty adho galan 
na durjanasyarka-ripor ivamrtam 
tad eva dhatte hrdayena saj-jano 
harir maha-ratnam ivatinirmalam 


Fine literature is not appreciated by a wicked mortal, 

Much like nectar does not go down Rahu’s throat, 

Whereas such literature is treasured in the heart of a good soul, 
Like Hari’s chest bears the splendid Kaustubha jewel. 

(Bana’s Kadambari, mangalacarana 7) 


First Ray 


A General Description of Poetry 


1.1 
atha kavydadi-samanyoddesah. grantharambhe_ svabhista-devata- 
nama-guna-kirtanatmakam mangalam angi-kurvan grantha-karo 
granthasya nirvighnam parisamaptim asaste— 


At the beginning of the treatise, the author (Kavi Karnapira 
himself), hoping to complete it without obstacle, invokes 
auspiciousness by glorifying the names and the qualities of his 
cherished deity: 


svdananda-rasa-satrsnah 
krsna-caitanya-vigraho' jayati 
a-pamaram api krpaya 
sudhaya snapayambabhiva bhiimau yah 


sva-dnanda-rasa—to relish His bliss; sa-trsnah—eager; krsna- 
caitanya-vigrahah—the form of Krsna Caitanya; jayati—is 
superexcellent; d-pamaram—up to and including the lowest kind of 
people; api—even; krpaya sudhaya—with the nectar that is mercy; 
snapayambabhiiva—bathed; bhiimau—on earth; yah—who. 


Eager to relish the rasa of worshiping Himself, Sri Krsna 
Caitanya is glorious. He showered everyone on earth, even the 
lowest people, with the nectar of His mercy. 


1 Puri Dasa remarks that three out of his six source references of the text 
of Alankara-kaustubha read krsnas caitanya-vigraho (Krsna, in the form of 
Caitanya) instead of Arsna-caitanya-vigraho (the form of Krsna Caitanya). 
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COMMENTARY 
Inthe preliminary, Kavi Karnapira, taking the role ofa commentator, 
refers to the author, who is none other than himself, in the third 
person. This is common in Sanskrit works where the main text and 
the elaborations are composed by the same person. 


Regarding the verse, Visvanatha Cakravarti says the compound 
svdnanda-rasa-satrsnah means either: sviyo yo bhajandnanda- 
rasas tatra svayam eva sa-trsnah (who is eager to personally relish 
the bliss of worshiping Himself) or: svesu radhikadi-bhakta-janesv 
ananda-dayako yo rasah srngarakhyas tatra sa-trsnas tad-rasam 
asvadayitum icchan (who is eager to taste the rasa, srngdra-rasa, 
which gives bliss to Radhika and to other devotees) (Subodhini). 


1.2 
sa jayati yena prabhavati 
drsi su-drsam vyanjana vrttih 
atisayita-pada-padartho 
dhvanir iva murali-dhvanir murardteh 


[The three translations of the verse are shown ahead.| 


jayatir atrakarmakah sarvotkarsa-vacanas tena namaskaro ‘pi 
vyajyate, “svapakarsa-bodhanukila-vyapara-viseso namaskarah”’ 
iti nyayat. sarvotkarsam darsayati—padam vaikunthadi-sthanam, 
padartho vastu-bhito brahmanandas tabhyam apy atisayi— 
tatra tatrapi durlabha ity arthah. tatra bijam Gha—yenety-adi. 
yena hetu-bhiitena su-drsam gopadngananam drsi netre vyanjana 
vigatanjana vrttih prabhavati, Gnandasru-dhautatvat. 


The verb jayati (is glorious) is intransitive here and expresses 
superexcellence. This implies offering obeisances, in accord- 
ance with the maxim: “The particular activity favorable for 
expressing one’s subordination is called namaskara.” ” 


2 The idea is that when someone or something is superexcellent, a person naturally 
wants to offer respect. In the Vedic system this is done by offering obeisances. 
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[First interpretation:] 


He demonstrates the superexcellence: The word pada denotes 
the abodes of the Lord such as Vaikuntha, and padartha means 
a real thing, the bliss of Brahman. The sound of Murari’s 
flute (murali-dhvani) is even superior to them: This means it is 
rarely attained even in Vaikuntha or in Brahman. The reason 
for that is explained with the clause yena prabhavati drsi su- 
drsam vyanjana vrttih, “because of which (sound of the flute) 
the ointment on the gopis’ eyes is washed away.” Yena (because 
of which) expresses the cause, su-drsam (of the beautiful- 
eyed girls) refers to the gopis, drsi means “in the eyes,” and 
vyanjana vrttih means vigata aftjana vrttih, “the state in which 
the ointment is gone (vi = vigata).” The ointment on the gopis’ 
eyes disappears because it is washed away by their tears of joy. 


[First translation of the verse:] 


sah—that; jayati—is superexcellent; yena—because of which 
[sound of the flute]; prabhavati—occurs; drsi—on the eyes; su- 
drsam—of the beautiful-eyed girls (the gopis); vi-anjana—where 
the ointment is gone; vrttih—a condition; atisayita—which is 
more glorious; pada-pada-arthah—than the place (pada) and the 
substance (padartha (category, thing) is glossed as vastu in the 
vrtti); dhvanih—a first-rate implied meaning; iva—like; murali- 
dhvanih—the sound of the flute; mura-arateh—of the enemy of the 
Mura demon. 


The superexcellent sound of Murari’s flute is glorious. It 
transcends the Vaikuntha planets and the bliss of Brahman. It 
is like a first-rate implied meaning, and it causes the ointment 
on the gopis’ eyes to be washed away. 


1.3 
[Second interpretation (here all the adjectives refer to dhvani, 
not to murali-dhvani):]| 


18 Alankara-kaustubha 


granthasyabhidheyam apy upamdalankarena darsayati—dhvanir 
iveti. dhvanir uttama-kavya-tattvam vyangya-bhutam yat kim api. 
sa kidrsah? atisayitau pada-padarthau yena, pada-padarthatirikta 


rem 


yena vyanjanda vrttih prabhavati prabhur bhavati. 


With the words dhvanir iva (like a first-rate implied meaning), 
he also reveals the subject matter of the treatise through the use 
of the upamda ornament (simile). Dhvani is an implied meaning 
which is the very essence of high-grade poetry. What is dhvani 
like? It is beyond words and their meanings, in the sense that 
it is distinct from them. The word su-drsam refers to those who 
see well, that is to say those who know poetics; drsi means jiane 
(to understand); and prabhavati means “is able.” Therefore 
dhvani is that by means of which those who know poetics are 
able to understand vyafjana-vrii (the literary function called 
Suggestiveness). 


[Second translation of the verse:] 


sah—that; jayati—is superexcellent; yena—by means of which; 
prabhavati—s able; drsi—to be known; su-drsam—by those who 
know well (the knowers of poetics); vyafijand-vrttih—the function 
called Suggestiveness; atisayita—are surpassed; pada-pada- 
arthah—by which words and their meanings; dhvanih—an implied 
meaning; iva—like; murali-dhvanih—the sound of the flute; mura- 
arateh—of Krsna (“Mura’s enemy”). 


The superexcellent sound of Murari’s flute is glorious. It is like 
an implied sense. An implied sense is beyond words and their 
meanings, and by means of it those who know poetics are able 
to understand the function called Suggestiveness. 


COMMENTARY 
The term vyafijana-vrtti is a key term in poetics. And that is the 
reason Kavi Karnaptira makes a pun on it. The function called 
Suggestiveness is expounded in the second chapter. Moreover, 
Visvanatha Cakravarti says the meaning of the word drs in this 
context is sourced in the Amara-kosa dictionary: drg jndane jnatari 
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trisu, “Drs means “knowledge” and “knower.” In the latter meaning, 
the word can be used in any gender” (Amara-kosa 3.3.217). 


1.4 
kim ca dhvanir nada-brahma, tad uktam, 


[This is the preliminary of the third interpretation:] Moreover, 
dhvani can also refer to ndda-brahma (primeval spiritual 
sound). The explanation is as follows: 


miuladharat prathamam udito yas tu tarah parakhyah 
pascat pasyanty atha hrdaya-go buddhi-yun madhyamakhyah 
vaktre vaikhary atha rurudisor asya jantoh susumna- 
baddhas tasmdad bhavati pavana-prerito varna-sanghah ? 


miila-adharat—from the cakra at the root; prathamam—at first; 
uditah—nrising; yah—which [sound]; tu—but; tarah—primeval 
sound*; parad-akhyah—known as para; pascat—then; pasyanti— 
[the stage called] pasyanti; atha—then; hrdaya-gah—which 
attains the mind (the subconscious)*; buddhi-yuk—connected to the 
intelligence; madhyama-akhyah—known as madhyama, vaktre— 
in the mouth; vaikhari—[the stage called] vaikhari; atha—then; 
rurudisoh—who wants to cry (i.e. who desires to emit sound); asya 
jantoh—of this person; susumna—within the susumna; baddhah— 
kept; tasmat—after that; bhavati—appears; pavana—by the wind 
(i.e. the life air called udana); preritah—impelled; varna—of 
phonemes; sanghah—the multitude. 


At first, when it arises from the Root Cakra, primeval sound is 
called Para. Then, when it reaches the subconscious, it is called 
Pasyanti. Afterward, when it contacts the intellect, it is called 
Madhyamia. Finally, when it appears in the mouth, it is called 
Vaikhari. Primeval sound can be perceived in the susumna 


3 Sankaracarya’s Praparica-sdra-tantra 2.44. 

4 Primeval sound (nada, here called tara) will be described later in greater 
detail (2.2). 

5 Visvanatha Cakravarti glosses Ardaya as citta. 
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channel.° Once it reaches the Vaikhari stage, it is pushed out of 
the body by air and becomes manifest as phonemes.’ 


tasyapi_ sarvotkarsa-salitvam, tata eva veddadi-sarva-siddheh. 
tat-pakse, ati atisayena Sayitau suptau pada-padarthau yasmin, 
paramparay4a varna-padddinam sarvesam dhvanir eva bijam iti 
bhavah. vyajyate ’naya sarvam iti vyafijand maya, yut-pratyaya- 
siddheh, tasya vrttih prapanco yena_ prabhavatiti. su-drsam 
jnaninam jnane, sesobhaya-paksa-svikarah kavyopayogitvat. 


[Third interpretation (Here, like in the second interpretation, 
all the adjectives refer to dhvani, not to murali-dhvani):]| 


Ndda-brahma is superexcellent also because everything, 
including the Vedas, is produced from it alone.’ Given that 
dhvani refers to nada-brahma, the compound atiSayita-pada- 
padartha means: “that in which words and meanings eminently 
rest.” The idea is that only dhvani is indirectly the cause of all 
phonemes, words, and so on. Here vyafijana means Maya, since 
the word vyafjana is made with the suffix yut in the sense of 


6 The susumna is the channel which extends from the base of the spine to the 
top of the head and in which the six cakras are located. The Hamsa Upanisad 
describes how ndda move in the susumnd: nadam adharad brahma-randhra- 
paryantam suddha-sphutika-sankasam, “Nada is pure like crystal. It extends from 
the base of the spine to the top of the head.” (Hamsa Upanisad 1) 

7 Visvanatha Cakravartt: The scriptures on yoga state that creation occurs from 
ndada-brahma, which produces pranava (omkara), that all sounds composed 
of phonemes are eternal, and that they become manifest by contact with the 
throat, palate, and so on. Referring to their opinion, Kavi Karnapiira writes this 
interpretation (text 1.4). Everyone can perceive nada when it reaches the VaikharT 
stage and is manifest as phonemes, but only the yogis can perceive ndda at the 
Para, Pasyanti, and Madhyama stages (Subodhini). Visvanatha Cakravarti explains 
the four divisions as follows: The prana phase of Vedic sound, known as ParA, is 
situated in the a@dhara-cakra; the mental phase, known as Pasyantt, is situated in 
the area of the navel, in the manipiiraka-cakra; the intellectual phase, known as 
Madhyamé, is situated in the heart (the seat of the mind), in the andhata-cakra; 
and the manifest sensory phase of Vedic sound is called Vaikhart (Sarartha- 
darsini 11.21.36). For more details, consult Bhagavatam 11.12.17. 

8 Kavi Karnapira will elaborate on ndda-brahma in the next chapter (2.2-3). 
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vyajyate ’nayd sarvam, “that by means of which everything is 
manifested.” Here the term vrtti means the manifestation, and 
so vyanjand-vrtti denotes the material world, the manifestation 
of Maya. Su-drsam refers to the jidnis, and drsi means jfdne, 
as explained previously. Therefore primeval spiritual sound is 
that by means of which the jfdnis are able to understand the 
manifestation of Maya. 


[Third translation of the verse:] 


sah—that; jayati—is superexcellent; yena—by means of which; 
prabhavati—is able; drsi—to be known; su-drsam—by those 
who know well; vyafjand-vrttih—the manifestation of Maya; 
atisayita—test; pada-padarthah—in which words and _ their 
meanings; dhvanih—primeval spiritual sound; iva—like; murali- 
dhvanih—the sound of the flute; mura-arateh—of Krsna. 


The superexcellent sound of MuraAri’s flute is glorious. It is like 
primeval spiritual sound: This sound is the source of words 
and their meanings, and by means of it the seers are able to 
understand the manifestation of Maya.’ 


The last two interpretations are accepted because they are 
suitable for poetry. 


COMMENTARY 
Visvanatha Cakravarti explains: “The last two interpretations are 
the comparisons to an implied meaning (dhvani) and to primeval 
spiritual sound (dhvani) respectively. In this regard, an implied 
meaning is suitable for poetry inasmuch as it is the life of poetry, 
and primeval spiritual sound is suitable for poetry because it 
generates everything, including poetry.” 


9 Just as nada-brahma is instrumental in effecting the creation of the universe, 
so is the sound of Murari’s flute; Brahma heard the kama-gayatri via the sound of 
the flute, and by repeating that mantra he became enlightened (Brahma-samhita 
5.27-28). After singing hymns to Lord Krsna, Brahma was instructed by Him in 
the matter of creation (Brahma-samhita 5.57). 
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1.5 
prakarantarenoktam artham stauti, 


He praises the subject matter (the superexcellence of dhvani) in 
another way. In this verse also, there are three interpretations: 


gokula-lalanamodi 
nana-vidha eva sa khalu bhavanam 
sabalya-prasamodaya- 
sandhi-su-gandhis camatkari 


atrapi traya eva paksah. sa iti murali-dhvanih, kavya-dhvanir 
nadas ca. adye bhavanam vyabhicari-prabhrtinam, dvitiye ‘pi 
tesam eva, trtiye bhiitanam. Gdye gokula-lalana gopanganah, 
dvitiye gor vacah kulam varndadis tasya lalanam ipsd, trtiye gaur 
vag-devata, saiva kula-lalana. sabalyam misri-bhavah, prasamo 
nasah, udayah srstih, sandhih sandhanam, paksa-traye ’pi taulyam. 


The pronoun sah (that) denotes either the sound of the flute, a 
poetical implied meaning or primeval spiritual sound. In the 
first and second interpretations, the word bhavandm signifies 
the vyabhicari-bhavas and so on, but in the third interpretation 
it denotes living beings. In the first interpretation, gokula- 
lalana means cowherd girls. In the second interpretation, 
go-kula signifies the elements of speech such as phonemes 
(goh kulam = vacah varnadih), and lalana means “a desire to 
obtain.” In the third interpretation, go denotes the goddess of 
speech, Sarasvati, who is kula-lalanda (a respectable lady). The 
following meanings are the same in all three interpretations: 
Sabalya means mixture, prasama means cessation, udaya means 
creation, and sandhi means combination. 


[The three translations:] 


gokula-lalana—the cowherd girls (or because of which there is 
a desire to obtain, i.e. pronounce, the varnas and so on) (or the 
goddess of speech, Sarasvati); a@modi—which delights; ndand- 
vidhah—of various kinds; eva—indeed; sah—that (the sound of the 
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flute, or a poetical implied meaning, or primeval spiritual sound); 
khalu—indeed; bhavanam—of the vyabhicari and other kinds of 
bhavas, or of living beings; sabalya—with the mixture; prasama— 
disappearance, destruction; wdaya—appearance, creation; sandhi— 
and combination; su-gandhih—which is fragrant; camatkari— 
which astonishes. 


The sound of Mur Ari’s flute is variegated indeed. It delights the 
gopis, and is astonishing because it is fragrant with the mixture, 
disappearance, appearance, and combination of bhavas such as 
the vyabhicari-bhavas. 


An implied meaning is variegated indeed. It increases the desire 
to pronounce the phonemes and the intonations; is delight- 
ful; and is astonishing for it is fragrant with the mixture, 
disappearance, appearance, and combination of bhavas such 
as the vyabhicaris. 


Primeval spiritual sound is variegated indeed. It delights 
Sarasvati, and is astonishing for it is fragrant with the mixture, 
destruction, creation, and combination of living beings. 


COMMENTARY 
Visvanatha Cakravartt expounds: Just as a tree is fragrant on 
account of its products in the form of flowers, so the tree of dhvani 
is fragrant on account of its flowers in the form of bhdvodaya 
(rise of a vyabhicari), bhava-sandhi (mix of vyabhicaris), bhava- 
sdbalya (mix of or friction between vyabhicaris), and bhava-santi 
(cessation of a vyabhicari). 


1.6 
asmin granthe sabdarthayoh pradhanyena tayos ca varna- 
milatvena varnanam ca dhvani-milatvena dhvaner ndda- 
brahmana uddesah krtah. 


The sense of dhvani as nadda-brahma was mentioned because 
in this treatise words and meanings are prominent; they are 
based on phonemes; and phonemes are based on dhvani. 
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COMMENTARY 

Visvanatha Cakravartt: Someone might argue, “What is the point 
of describing in this treatise the dhvani that consists of nada?” Kavi 
Karnaptra responds to that here. Words are based on phonemes 
because they are composed of phonemes, and meanings are based 
on phonemes because they are conveyed by the phonemes. It was 
described previously how ndda-brahma is the sole root of all 
phonemes (Subodhini). 


177. 
atha dhvaneh kavya-pranatvam darsayisyan kavyasya sariradi- 
svarupam Gha, 


Now, in order to show that dhvani is the life of poetry, he 
describes what constitutes the body and so on of poetry: 


Sariram Sabdarthau dhvanir asava atma kila raso 
guna madhurydadya upamiti-mukho ‘lankrti-ganah 
su-samsthanam ritih sa kila paramah kavya-puruso 
yad asmin dosah syac chravana-katutadih sa na parah (1) 


Sariram—the body; sabda-arthau—words (or sounds) and 
meanings; dhvanih—a first-rate implied meaning; asavah—the 
life airs; atma—the soul; kila—indeed; rasah—rasa (aesthetic 
emotion); gunah—the qualities; madhurya-adyah—sweetness and 
so on; upamiti-mukhah—beginning with simile; alankrti-ganah— 
the ornaments; su-samsthanam—nice formation; ritih—style; sah— 
that; Aila—indeed; paramah—endowed with all good features; 
kavya-purusah—the man in the form of poetry; yat—if; asmin—in 
this [Kavya-purusa]; dosah—fault; syat—there 1s; sravana-katuta- 
adih—sounding harsh to the ears (sruti-katu) and so on; sah—that 
well-known; na—not; parah—any other. 


Sounds and meanings are the body of poetry, dhvani its life, 
rasa its soul, sweetness, harshness and so on its qualities, simile, 
metaphor and so on its ornaments, and style its pose. In this 
way the Kavya-purusa is endowed with all good features. If 
there are faults in the Kavya-purusa, they are the well-known 
ones such as harshness to the ears, not the minor ones. 


First Ray 25 


yadi doso bhavet tada sravana-katutadih prasiddhah sphuta-dosa 
eva dosah, na tu parah ksudratarah, rasdnapakarsatvat. so ‘pi 
yadi bhavati, ato nirdosa evasau bhavitum arhatity arthah. uddeso 
laksanam pariksa ceti granthasya trayo vyavaharas tatradau 
Sabdadinam anenaiva Sslokenoddesah krtah. laksana-parikse 
kartavye. 


If there are faults, then the well-known, obvious faults such as 
being hard on the ears are those faults. Minor faults are not 
really faulty, because by nature a minor fault does not detract 
from the relishment. Thus, even if there is a minor fault, the 
Kavya-purusa, poetry in the form of a person, is virtually 
faultless. 


Uddesa (simply mentioning something by name), laksana 
(defining the thing), and pariksa (testing the definition to see 
if it holds) constitute the threefold procedure in a rhetorical 
work. Of those, first the uddesa of sabda and so on has been 
done with this verse. The /aksana and the pariksa remain to be 
done. 


COMMENTARY 
The terms sabda (sound, word), artha (meaning), dhvani (implied 
meaning), rasa (aesthetic delight), guna (literary quality), alankara 
(literary ornament), riti (style) and dosa (literary fault) have simply 
been mentioned by name in the verse. They will be defined and 
expounded in separate chapters in the treatise, in this order. 


1.8 
atha kim tat kavyam yasya purusatvena sarirddini kathitanity 
apeksayam kavya-laksanam aha, 


What exactly is poetry, whose body, life force and so on were 
described as a person? In answer to this, he gives a definition 


of poetry: 


kavi-van-nirmitih kavyam (2a) 
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kavi—of a poet; vak—of the words; nirmitih—the composition; 
kavyam—poetry. 


A poet’s composition of words is poetry. 


kavi-vag ity ukte kavi-van-matrasyaiva kavyatvapattih, kavi-nirmitir 
ity ukte kavi-krta-silpantarasydapi, van-nirmitir ity ukte vyakhyatr- 
visesasaya ca yasya kasyapi vyakhya-kausalasyapi. asadharana- 
camatkara-karini racana hi nirmitih. tena rasapakarsaka-dosa- 
rahitam yatha-sambhava-gundlankaram rasatmakam sabdartha- 
yugalam kavyam iti laksanasya sva-rasah. 


If we only said kavi-vak (the words of a poet), then anything 
a poet writes would be poetry. If we only said kavi-nirmiti 
(the creation of a poet), then a poet’s other artistic creations 
would also be called poetry. And if we just said van-nirmiti (a 
composition of words), then any clever composition of words 
by any author would also be called poetry. 


The word nirmiti (composition) only denotes a composition 
that creates an extraordinary feeling of wonder. By this 
understanding, the following definition is self-evident: “A 
combination of sounds and meanings whose soul is a rasa, which 
is endowed with suitable qualities and ornaments and which 
has no fault that decreases the relishment is called poetry.” 


COMMENTARY 
The above definition of kavya is a technical interpretation, whereas 
the purely derivational explanation of kdvya is kaveh karma (the 
activity of a poet), by the rule: guna-vacandad brahmanddes ca 
nrsimha-yah (Hari-namamrta-vyadkarana 1206). Kavi Karnaptra 
indirectly mentions it (1.10). 


Visvanatha Cakravarti comments: “Here the definition is stated 
without using the modifiers “faultless,” “ca combination of sounds 
and meanings,” and so on, even though these qualifiers were used 
in Kavya-prakasa. This is because the definition of poetry as 
kavi-van-nirmiti 1s sufficient, since a mere semblance of poetry, 
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full of faults and without qualities, can never create extraordinary 
astonishment. The gist is that the qualities such as faultlessness are 
self-evident in the definition.” 


1.9 
tena “tad adosau sabdarthau sa-gunav analankrti punah kvapi’ 
iti laksanam “kuranga-nayana” ity-adav api paryaptam bhavati, 
sa-gundlankara-nirdosa-sabdarthatvat. “vakyam rasatmakam 
kavyam” iti ca laksanam “gopibhih saha viharati harih” ity-adau 
ca paryaptam syat, rasatmaka-vakyatvat. vyatirekena dosah, yad 
vakyam na bhavati, tat kavyam na bhavatity ayateh, “kirma- 
loma-pata-cchannah_ sasa-srnga-dhanur-dharah, esa bandhya- 
suto bhati kha-puspa-krta-sekharah” ity asya vakyatvabhave ‘pi 
kavyatva-darsandat. yas tu “ritir atma kavyasya” iti pathati, na tad 
api sadhiyah, riter bahya-gunatvat. 


d 


yat tu  “lokottara-camatkara-varnand-nipunah kavis  tasya 
tadrg vacah kavyam” ity api na sadhu, anyonyasraya-dosa- 
prasakteh,  tatha hi—lokottara-camatkara-varnana-nipunah 
kavih, kaver lokottara-camatkara-varnanda-nipuna vak kavyam iti 
parasparasrayah. tat sadhuktam—“kavi-van-nirmitih kavyam” 
iti, kavir iti paribhdsikityam samjneti parasparasraya doso ‘pi 
nirastah. athavd, kavyatvam nama gotvadi-vaj jatir eva yatha 
sasnady-avayavavatisu go-vyaktisu praty-ekam ayam gaur ayam 
gaur ity anugatakara yenasadharana-dharmendavagatih, sa eva 
jati-laksanah ko ‘py asadharana-dharmo gotvam, tatha sabdartha- 
sanghatasya sahydaya-hrdayasvadyah ko ‘pi kavyatva-laksano 
dharma-visesah kavyatvam jatih. 


Therefore the definition: “Poetry is faultless sounds and 
meanings which have a literary quality and an ornament, 
although sometimes there is no ornament”’ (Kavya-prakasa 
1.4) suffers from the logical fault of overinclusion because, 
according to this definition, even a single meaningful word 


10 If the composition has no ornament, it is still considered poetry if it has a 
first-rate rasa-dhvani, according to Mammata: atra sphuto na kascid alankarah, 
rasasya ca pradhanyan nalankarata (Kavya-prakasa, verse | vrtti). 
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like Auranga-nayand (doe-eyed woman) would have to be 
considered poetry since it has a quality and an ornament and 
is faultless.” 


The definition vakyam rasatmakam kavyam, “A statement’ 
whose soul is a rasa is poetry” (Sahitya-darpana 1.3) as well 
suffers from the fault of overinclusion because, according 
to this definition, even a sentence like gopibhih saha viharati 
harih (Hari enjoys pastimes with the gopis) would have to be 
considered poetry since it is a group of words whose soul is a 
rasa. This definition is also faulty because by negative logic it 
implies that what is not a vakya is not poetry, but actually a 
sentence such as this: “Covered with cloth made of turtle hair, 
holding a bow made of rabbit’s horns, and wearing a wreath 
made of flowers from the sky, this son of a barren woman is 
resplendent” is considered poetry although it is not a vakya.'* 


11 In kuranga-nayand, there is a simile: “Her eyes are like a doe’s eyes.” 
Madhurya-guna takes place because the phonemes r and vg are sweet. The rest of 
the phonemes are soft. 

12. Visvanatha Kaviraja defines a vakya (sentence): vakyam syad 
yogyatakanksasatti-yuktah padoccayah, “A vakya is a group of words endowed 
with yogyata (congruity), akanksd (expectancy), and Gsatti (proximity)” (Sahitya- 
darpana 2.1). The term vakya can signify a multitude of vakyas. Yogyatd (congruity) 
is the absence of absurdity. For instance, vahnind sifcati (he moistens with fire) is 
incongruous, and so it is not a vakya. Akanksd (expectancy) is the requirement of 
other words to complete the sense. For example, in gaur ghadsam carvati (the cow 
chews grass), the hearer first hears the word gauh (the cow) and wants to know: 
“what about the cow?” The phrase ghadsam carvati (it chews grass) then satisfies 
the hearer’s curiosity to know about the cow. However, a mere string of words 
like: gaur asvah purusah, “cow, horse, man” is not a vakya because there is no 
mutual expectancy: The word asvah (horse) does not satisfy the hearer’s curiosity 
to know something about the cow nor does the word purusah satisfy the hearer’s 
curiosity to know something about the horse, and so on. Asatti (proximity) is the 
noninterruption of the understanding (the words are uttered without delay). The 
grammatical definition of vakya is: kriyanvayavacchinna-pada-samiho vakyam, 
“A sentence is a group of words characterized by their connection to a verb (HNV 
Brhat 74 vrtti). 

13 That sentence is not a vakya (sentence in the technical sense) because it has 
no congruity (vogyata). Purl Dasa says the sources are Yoga-vasistha-ramdayana 
(utpatti 4.20) (but it was not found there) and Saranadeva’s Durghata-vrtti (2.28). 
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The person who says: “Style is the soul of poetry” (Vamana, in 
his Kavyalankara-siitra 1.2.6) is also wrong, because style is an 
external quality.’ 


Moreover, the definition: “A person who is expert in descriptions 
that evoke an extraordinary feeling of wonder is called a kavi, 
and such words of his are called poetry” is also not good 
because it results in the logical fallacy of mutual dependence. 
For example, there is circular reasoning when we say that a 
person who is expert in descriptions that evoke extraordinary 
astonishment is called a kavi and that a kavi’s words expert in 
descriptions that evoke extraordinary astonishment are called 


poetry. 


Therefore the definition kavi-van-nirmitih kavyam, “A poet’s 
wonderful composition of words is poetry” (1.8) is a good 
definition. Here the word kavi is taken in the technical sense, 
and so the fault of circular reasoning is avoided.'* 


Alternatively, kavyatvam (the state of being poetry) is a category 
(jati) like cowness, and so on. Just as cowness is a special 
characteristic, a jati, by which one can recognize the sameness 
of form in every cow, such as a dewlap, and say: “This one is a 
cow and that one is a cow,” so kdvyatvam is a particular special 
characteristic, a jati, that inheres in words and meanings. It is 
relished by the connoisseurs in their hearts. 


14 In Vamana’s methodology, style (riti) is not only external, because it can 
include a rasa, and an implied sense. In Kavi Karnapitira’s methodology, however, 
style is only external because it relates to the type of phoneme (sweet, hard or soft) 
and to the style of compounding. 

15 In the technical sense, the word kavi denotes a learned person (pandita): 
vidvan vipascid dosa-jnah san sudhi kovido budhah. dhiro manisi jnah prajnah 
sankhyavan panditah kavih. dhiman sirih krti krstir labdha-varno vicaksanah. 
dura-darsi dirgha-darsi (Amara-kosa 2.7.5-6). In that line of thought, Kavi 
Kamapira gives a more specific definition of the word kavi in text 1.11. 
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1.10 
nipunam kavi-karma tat (2b) 


nipunam—expert; kavi-karma—activity ofa poet; tat—that (kavya). 
The expert activity of a poet is poetry. 


1.11 
atha kavyam kavi-karmeti 
kavi-jijnasadyam tat-svarupam aha, 


Now that the curiosity to know a poet’s nature has arisen 
because of the above statement, “Poetry is the activity of a 
poet,” he describes a poet’s characteristics: 


sa-bijo hi kavir jneyah sa sarvagama-kovidah 
sa-rasah pratibha-sali yadi syad uttamas tada (3) 


sa-bijah—one who has the seed; hi—only; kavih—a poet; jneyah— 
is to be considered; sah—he; sarva-Ggama-kovidah—expert in 
all kinds of texts; sa-rasah—full of rasa; pratibha—creative 
intelligence; sali—having; yadi—if; syat—is; uttamah—first class; 
tada—then. 


A poet is someone who has the seed (the innate genius). 
Moreover, if the person is expert in all the scriptures (sruti, 
smrti, and texts dealing with music, astrology, botany, and so 
on), able to relish rasa, and has pratibha (creative intelligence), 
then that poet is first-class. 


etena dvaye kavayah  sambhavanti, arocakinah _ sa- 
trnabhyavaharinas ceti vamanah. tatra sa-trnabhyavaharinah 
kavaya eva na bhavanti, anddrtatvat. arocakina eva kavayah. tena 
hi “sa-bijah” ity eva kavi-laksanam, anyani tu visesanani, sa-bija- 
kavir tdrsah syad ity arthah. 


Thus, according to Vamana (Kavydlankara-sittra 1.2.1) there 
are two kinds of poets: those who have no taste for vulgar things 
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and those who eat whatever they get, even if it has grass in it. 
In that regard, the second kind, the indiscriminate poets, are 
not really poets because they are not considered as such. Only 
the first kind (the discriminating poets) are actually considered 
poets. Therefore the word sa-bija alone forms the definition 
of a poet. The other words (sarvaégama-kovida, sa-rasa, and 
pratibha-sali) are simply adjectives. The idea is: “A poet who 
has the seed should be like this.” 


1.12 
kim tat bijam yena sa-bija iti jneyah kavir ity aha, 


Now the author describes just what is the seed because of which 
a poet is known to have the seed: 


bijam praktana-samskara-visesah kavya-roha-bhiuh (4) 


bijam—the seed; praktana-samskara-visesah—a certain previous 
mental impression; kGvya-roha—from which kavya grows; bhiih— 
the place. 


The seed is a special subconscious impression from which 
poetry develops. 


rohas ca dvedha—nirmatr-milah, svadaka-milas ca, yam vind 
nirmadtum svadayitum ca na Sakyate. tenotpatty-asvadayor evasya 
karanata. 


The development is of two kinds: It is based in the composer 
and in the relisher. Since it is impossible to compose and 
relish poetry without this previous subconscious impression, 
the subconscious impression is regarded as the cause of both 
composing poetry and relishing poetry. 


16 Visvanatha Cakravarti: As refined gentlemen have no taste for unrefined, 
tasteless things, so first class poets have no taste for poetry filled with faults, or 
poetry devoid of qualities and ornaments. Just as animals eat food mixed with 
grass and dirt, so lesser poets relish faulty poetry. 
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COMMENTARY 
Visvanatha Cakravarti: A poet is one who has the particular previous 
samskara that is the cause of both composing and relishing poetry. 
Therefore, even though a like-minded reader may have the previous 
samskara required for relishing poetry, such a person cannot be 
called a poet because he does not have the previous samskara 
required for composing poetry. 


1.13 
kasau pratibhety aha 


Now he answers the question “What is pratibha?” 
prajna nava-navollekha-salini pratibha mata (5) 


prajna—intelligence; nava-nava—in various new ways; ullekha— 
at describing an object; salinti—adept; pratibha—pratibha; mata— 
is considered. 


Intelligence adept at describing something in various new ways 
is called pratibha (creative intelligence). 


1.14 
athokta-laksanam kavyam kiyat-prakarakam bhavatity akanksayam 
tad-bhedan aha, 


Now, in answer to the anticipated question, “You defined poetry, 
but how many varieties of poetry are there?”, he enumerates 
the different categories of poetry: 


uttamam dhvani-vaisistye madhyame tatra madhyamam 
avaram tatra nispanda iti tri-vidham aditah (6) 


uttamam—excellent; dhvani-vaisistye—when there is excellence 
of dhvani (“implied meaning”); madhyame—is average; tatra— 
when that (dhvani); madhyamam—is average; avaram—inferior; 
tatra—when that (dhvani); nispandah—is lifeless; iti—thus; tri- 
vidham—of three kinds; @ditah—initially. 
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Poetry is excellent when the dhvani is excellent, average when 
the dhvani is average, and inferior when the dhvani is lifeless.” 
Thus initially there are three kinds of poetry. 


vyangyam eva dhvanih. yat tu “idam uttamam atisayini vyangye 
vacyad dhvanir budhaih kathitah” iti kavyasyaiva dhvanitvam, 
tat tu dhvani-sambandhdad dhvanir iti laksand, kim va dhvanyate 
‘neneti karana-sadhanena. vastutas tu dhvanyata idam iti karma- 
sadhanam eva. 


Here the term dhvani means “implied sense” in a general way 
(but not first-rate implied sense). Now, regarding the definition: 
“Poetry is excellent when the implied meaning is more striking 
than the literal meaning and is called dhvani by the learned” 
(Kavya-prakasa 1.4): This says poetry itself is dhvani. But that 
only makes sense by figurative usage, insofar as poetry is called 
dhvani because poetry has a relation with dhvani."* 


Alternatively, this definition makes sense if we take the word 
dhvani in the instrumental case: Poetry is that by means of 
which a meaning is implied. 


Factually, however, the word dhvani, in its literal sense, is in the 
passive voice: A dhvani is that which is implied (3.1). 


COMMENTARY 
Visvanatha Cakravarti: Vvangya (implied) is what is understood 
through the power of suggestiveness (vyafijand-vrtti) (Subodhini). 
This is explained in texts 2.30, 2.34, and 2.36. In other treatises, 
the word dhvani always means first-rate implied sense, but here in 
general contexts it simply means “implied sense”. When it is said 
that an implied meaning is more excellent than a literal meaning, 
it means that it creates more astonishment: In excellent poetry, the 


17 Visvanatha Cakravarti: Lifeless means unclear, and unclear means the 
dhvani does not quickly manifest in a connoisseur’s heart. 

18 In this interpretation, the term dhvani, in dhvani-kavya (poetry called 
dhvani), means dhvani-sambandhi (related to dhvani). 
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implied meaning is more astonishing than the literal meaning; in 
average poetry the implied meaning is not more astonishing than 
the literal meaning; and in inferior poetry the literal meaning is 
astonishing and the implied sense, if any, is negligible. 


1.15 
punas ca, 


Over and above that, 


dhvaner dhvany-antarodgare tad eva hy uttamottamam 
sabdarthayos ca vaicitrye dve ydtah purva-purvatam (7) 


dhvaneh—after the implied meaning; dhvani-antara—of another 
implied meaning; udgare—when there is a discharge (rise); tat—that 
(poetry); eva hi—only; uttama-uttamam—superexcellent; sabda- 
arthayoh—of sound and meaning; ca—and; vaicitrye—if there is 
amazement; dve—the two; yatah—attain; purva-purvatam—the 
previous one respectively. 


Poetry is superexcellent when one implied meaning gives rise to 
another implied meaning or when the sounds and the meanings 
create a feeling of wonder. Similarly, when the sounds and the 
meanings create a feeling of wonder, average poetry becomes 
excellent poetry and inferior poetry becomes average poetry.” 


yadi dhvani-vaisistye dhvany-antara-vaisistvam syat, yadi va 
sabdarthayor vaicitryam ca bhavati, tada kavyam uttamottamam. 
evam Sabdartha-vaicitrye sati dve madhyamavare  purva- 
purvatam yatah, madhyamam  uttamam  bhavati, avaram 
madhyamam bhavatity arthah. sabdarthayor iti kakaksi-golaka- 
nydyenobhayatra yojaniyam. 


19 The sounds create wonder insofar as there is an ornament of sound (sabda 
alankara). Often the literal meaning creates wonder because it constitutes 
an ornament of meaning (artha alankara). But sometimes a literal meaning is 
amazing because it forms the ornament of sound called s/esa (pun), therefore 
Ruyyaka, Pandita-raja Jagannatha and others classify s/esa as an artha alankara. 


First Ray 35 


If in the excellence of one dhvani there is the excellence of 
another dhvani, or if the sounds and the meanings create a 
feeling of wonder, then poetry is superexcellent. Similarly, if 
the sounds and the meanings create a feeling of wonder, then 
average poetry becomes excellent poetry and inferior poetry 
becomes average poetry. The words sabdarthayor vaicitrye are 
semantically connected to both parts of the verse, in accordance 
with the logical reasoning called a crow’s eye. 


COMMENTARY 

This type of double syntactical connection is also called dehali- 
pradipa (a lamp in the doorway). Jiva Gosvami used the term 
kataksa (sidelong glance) (Laghu-vaisnava-tosanit 10.1.49-50). 
Moreover, in this text Kavi Karnaptira not only created another 
methodology of classification of poetry, he invented an additional 
category of poetry, the highest (uttamottama-kavya). Henceforth, 
he exemplifies the two methodologies one after the other. 


1.16 
kramenodaharanani, 


Examples are shown in order. [This illustrates excellent poetry: | 


gaurim arcayitum prastina-vicaye Svasri-nidista hareh 

krida-kananam agatad vayam aho meghagamas cabhavat 
prenkholah paritas ca kantaka-latah syamas ca sarva-diso 
no vidmah prativesa-vasini guroh kim bhavi sambhavitam 


gaurim—Gauri (Durga); arcayitum—to worship; prastina—flowers; 
vicaye—to collect; svasrii—by our mother-in-laws; nidista—being 
ordered; hareh—of Hari; krida-kananam—to the pleasure grove; 
agatah—have come; vayam—we; aho—oh; megha—of the rain 
clouds; dgamah—the coming; ca—and; abhavat—has happened; 
prenkholah—are swinging to and fro; paritah—all around; ca— 
and; kantaka-latah—thorny vines; syamah—dark; ca—and; 
sarva-disah—all the directions; no—don’t; vidmah—we know; 
prativesa-vasini—O neighbor; guroh—by my elders; kim—what; 
bhavi—will; sambhavitam—be thought. 
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My mother-in-law ordered me to collect flowers for the worship 
of Gauri, and so I have come to Hari’s pleasure grove. But 
alas the rain clouds have come, the directions have become 
dark, and the thorny vines are swinging in the wind. My dear 
neighbor, I don’t know what my elders will think. 


atra vacyad bhavi-sri-krsna-sangama-janya-nakha-ksata- 
sthagana-riipasya vyangyasya vaisistyad uttamatvam. 


This is an example of excellent poetry because here the implied 
meaning, the anticipated concealment of the nail marks 
produced from the upcoming meeting with Krsna, excels the 
literal meaning. 


COMMENTARY 

Visvanatha Cakravarti: A certain gopi from the cowherd village 
of Vraja who had gone to the forest of Vrndavana to meet Krsna 
suddenly sees, before meeting Him, a certain well-known neighbor 
who had come there for some other purpose, and so she speaks to 
establish that the reason she has come to Vrndavana is to collect 
flowers. The gopi reasons, “If by fate I meet this neighbor again 
after my union with Krsna, then seeing the nail marks and so on, 
which are signs of the union, she will surely say something.” 
Therefore the gopi immediately puts on a show of distress in front 
of the neighbor in order to describe the future signs of union as 
scratches made by thorns. Hari’s pleasure grove is Vrndavana. 
The phrase “The rain clouds have come, and thus all the directions 
have become dark” further implies: “Now I’m unable to return 
home quickly, therefore Ill be late.” Moreover, the phrase “My 
dear neighbor, I don’t know what my elders will think” further 
implies: “If my elders, perceiving my delay and the nail marks, say 
something, then I will bring you forth as a witness and will say: 
“Dear neighbor, what I predicted at that time in your presence (that 
my body would suffer under the elements) was actually written 
on my forehead (my fate actually came to pass).” Thus, the clause 
“The thorny vines are swinging to and fro” implies that when she 
will again meet that neighbor, the gopi will be able to say: “When 
I was rushing home, I was scratched by thorns.” 
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1.17 
madhyamam yathd, 


This illustrates average poetry: 


uttamasya purusasya vandntah 
satyam ali kusumdaya gatasth 

ayayur madhukaras tava pascad 
duhsakah parimalo hi varitum 


uttamasya purusasya—of the excellent punndga trees, or of the 
Supreme Person; vana—the forest; antah—within; satyam—truly; 
ali—O friend; kusumaya—for collecting flowers; gata asth—you 
have gone; dyayuh—have come; madhukarah—the bees; tava— 
you; pascat—behind; duhsakah—is difficult; parimalah—the 
fragrance; hi—certainly; varitum—to conceal. 


[First interpretation:] 

Sakhi, truly you have come within the forest of excellent 
punnaga trees. The bees are following you. Certainly it is 
difficult to conceal that scent. 


[Second interpretation: ] 

Sakhi, truly you have come within the forest of the topmost 
man. The bees are following you. Certainly it is difficult to 
conceal that scent [on your body]. 


atra “punndge purusas tungah kesarah”  ity-addinottamasya 
purusasya_ prakrsta-punnagasya. pakse, purusottamasya_ Ssri- 
krsnasyaiveti vyangyam eva sphutam. 


In this verse the word purusa refers to the Punnaga tree, in 
accordance with the definition: punndge purusas tungah 
kesarah deva-vallabhah, “Purusa, tunga, kesara, and deva- 
vallabha are names of the Punnaga tree” (Amara-kosa 2.4.25). 
Thus the words uttamasya purusasya mean “of the excellent 
punnaga trees.” In the other interpretation, they mean “of the 
topmost man, Krsna.” Thus the implied sense is obvious. 
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COMMENTARY 
The statement “It is difficult to conceal Krsna’s scent” implies that 
the sakhi enjoyed close contact with Him while being in the forest. 
That implied sense is obvious, and so the poetry is average because 
the implied sense is as astonishing as the literal meaning, which is 
excellent because of the pun on the word punndga. Average poetry 
is the topic of chapter four. 


1.18 
avaram yatha, 


This is an example of inferior poetry: 


urjat-sphurjair garjanair vari-vahah 
prodyad-vidyud-dama-vidyotitasah 
adrav adrau vidruta draghayante 
danti-bhrantya simha-sangha-prakopan 


urjat—powerful; sphurjaih—in which there is thunder; garjanaih— 
with the roars; vari-vahah—the rain clouds; prodyat—which are 
manifest in an excellent way; vidyut-dama—by the flashes of 
lightning; vidyotita—brightened; Gsah—by whom the directions; 
adrau adrau—from mountain to mountain; vidrutah—running; 
draghayante—increase; danti—for elephants; bhrantya—because 
of mistaking; simha-sangha—of the lions; prakopan—the anger. 


While running from mountain to mountain and brightening 
the directions with their flashes of lightning, the rainclouds, 
with their loud roars of thunder, increase the anger of the lions, 
who think they are elephants. 


atra kevalam sabda-vaicitryad dhvaner nispanda-bhavac 
cavaratvam. 


Here the poetry is inferior because only the sounds (not the 
meanings) create a feeling of wonder and because the implied 
meaning is lifeless. 
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COMMENTARY 
The sounds create a feeling of wonder on account of alliteration: 
The sound 7j occurs three times in the first line, the sound dy occurs 
three times in the second, the sound dr occurs four times in the 
third, and the sound nt occurs twice in the fourth. 


The implied sense 1s a raudra-rasabhasa: It is a semblance because 
animals (lions) are the a@sraya alambana (Bhakti-rasamrta-sindhu 
4.9.18), and it is raudra since the lions are angry at the clouds. 


1.19 
dhvaner dhvany-antarodgare uttamottamatvam yatha, 


This verse is an example of superexcellent poetry, given that 
one implied meaning gives rise to another: 


yatasi svayam eva ratna-padakasyanvesanartham vandd 
ayatasi cirena komala-tanuh klistasi ha mat-krte 
svaso dirghatarah sa-kantaka-padam vakso mukham nirasam 
ka te hrir asamanjasa sakhi gatir dire rahah su-bhruvam 


yata—went; asi—you; svayam  eva—personally; — ratna- 
padakasya—jewelled necklace; anvesana—finding; artham—for 
the sake of; vanat—from the forest; @yata—have come; asi—you; 
cirena—after a long time; Komala—is tender; tanuh—whose body; 
klista—have suffered pain; asi—you; ha—alas; mat-krte—for 
my sake; svadsah—breath; dirghatarah—drawn out; sa-kantaka- 
padam—with the marks of thorns; vaksah—chest; mukham— 
mouth; nirasam—dry; ka—why; te—your; hrih—embarrassment; 
asamanjasa—improper; sakhi—O friend; gatih—going; dire— 
so far away; rahah—into the secluded part [of the forest]; su- 
bhruvam—for girls. 


[To make Her friend take pleasure with Krsna, Sri Radha sent 
her to the pleasure grove on the pretext of bringing back Her 
necklace. After enjoying with Krsna, the friend comes back 
with her head hung in shame. Sri Radha jokingly talks to her:] 
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You personally went to find My jewelled necklace. You have 
returned from the forest after a long time. I know your body is 
tender and you suffered much pain for My sake. Your breaths 
are drawn out, your chest was scratched by thorns, and your 
mouth is dry. Why are you feeling embarrassed? It is not 
proper for girls to go so far away by themselves in the secluded 
part of the forest. 


ity atra tvam tad-dGnayanartham na gatasi, api tupabhogartham 
eveti dhvanir ekah. anyo ‘pi vaktr-prakrti-prakarana-vaisistyat 
pratibhdasate. tatha hi prakaranam tavat priya-sakhim enam sri- 
krsnena saha sangamayitum tenaiva saha sri-radhaya prag eva 
yuktih krta, yadasau maya prahiyate, tadasyah sangas tvaya 
karaniya iti. pascat taya samadgatayam tasyam tam aparaddham 
kartum tasyah parihasavahitthasiyadi-bhava-sabalyam, sakhyas 
ca hri-sadhvasa-kopadi-bhava-sabalyam iti bahava eva dhvaneh 
pallavah. tena dhvaner dhvany-antarodgaro ta evam-vidha-sthale 
uttamottamatvam jneyam. 


Here one implied meaning is: “You didn’t go to bring back 
My necklace. Rather you went to have intimate pleasure with 
Krsna.” 


Another implied meaning arises because of the specialty of the 
context and the nature of the speaker. Radha (the speaker) 
previously made an arrangement with Krsna to make Her dear 
friend meet with Krsna. The arrangement was: “When I send 
her, unite with her.” 


Later, when Radha met with that friend, She expressed a mix 
of bhavas such as joking, concealment, and jealousy to make 
that friend feel guilty. And that friend experienced a mix of 
bhavas such as embarrassment, fear, and anger. 


In this way there are several offshoots of the implied sense. 
The implied meaning gives rises to another implied meaning: 
Poetry such as this is considered superexcellent. 
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COMMENTARY 

Visvanatha Cakravarti elucidates: The implied meaning that Radha, 
out of affection for Her friend, arranged for her to meet Krsna, gives 
rise to the implied meaning in the form of the various bhavas felt 
by Radha and by Her friend when they met after the friend enjoyed 
with Krsna. Radha’s joking is clear, Her concealment consists 
of hiding the fact that She arranged the meeting with Krsna, and 
Her jealousy is expressed by the statement: “It is not proper for 
girls to go so far away by themselves into the secluded part of the 
forest.” The friend is afraid of her group leader (Radha), and she 
feels loving anger, thinking “You alone are the cause of my being 
cheated like this” (Subodhini). 


Further implied meanings are as follows: “You took so long because 
you met Krsna and spent time enjoying with Him. Your body is 
very tender, and so you must have felt much pain in the course 
of union. Your breaths are drawn out: You’re reminiscing about 
your meeting with Krsna. Your breasts have the marks of Krsna’s 
nails on them. And your mouth dried up because you feared what I 
would say if I were to discover your secret encounter with Krsna.” 
Having a dry mouth can be a sign of sanka (apprehension) (Bhakti- 
rasamrta-sindhu 2.4.48). 


Excellent poetry and superexcellent poetry are the topic of chapter 
three. In the next three verses, Kavi Karnapira illustrates that the 
astonishment created by an ornament of sound and by an ornament 
of meaning causes an upgrade of the poetry. 


1.20 
sabdartha-vaicitryenottamottamatvam yathd, 


Excellent poetry becomes superexcellent because the sounds 
and the meanings create a feeling of wonder. For example: 


nava-jaladhara-dhama koti-kamavatarah 

pranaya-rasa-yasorah sri-yasoda-kisorah 
arunad aruna-dirghapanga-bhangya kurangir 

iva nikhila-kysangi rangini tvam kva yasi 
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nava-jala-dhara—like that of a new rain cloud; dhama—whose 
complexion; kofi—are millions; kama—of Cupids; avatarah—He 
whose incarnations; pranaya-rasa—of romance (madhura-rasa); 
yasah-rah—who bestows the glory; sri-vasoda—of Sti Yasoda; 
kisorah—youthful son; arunat—has caught; aruna—reddish; 
dirgha—broad; apanga—of the sidelong glances; bhangya—with 
the play; kurangih—female deer; iva—like; nikhila—all; krsa- 
angih—the thin-bodied girls; rangini—O passionate girl; tvam— 
you; kva—where?; yasi—are going. 


Sri Yasoda’s youthful son has a complexion is like a new 
raincloud’s, is the source of millions of Cupids, and spreads the 
glory of madhura-rasa. He has caught all the doe-like slender 
girls with the net of sidelong glances from the wide, reddish 
corners of His eyes. Passionate girl, where are you going? 


atra Sabdartha-vaicitryena vacyad atisayina dhvaninad ca 
uttamottamatvam. dhvanis tu—he rangini, kutukini, tvam ati- 
prasiddha gunavati. kva yasi? tatraiva yahi, yatra sri-yasoda- 
kisoro nikhila-kysangir arunat rurodha. kaya? aruna-dirghapanga- 
bhangya.  kurangir  ivety upamdalankarenadpanga-bhangya 
vaguratvena riipakalankaro dhvanitah. vastutas tu kva yasiti tatra 
kim yasi, ma yahiti laksyo ’rthah, koti-kamavatara iti pralobhana- 
dvara tatraiva yahiti vyangyo ’rthah. atravisvasam ca ma karsih, 
yatah pranaya-rasa-yasorah pranaya-rasa-yasah-pradah. nava- 
jaladhara-dhameti—sva-dhamnaiva_ sarvatas timiram utpddya 
nihsankam alaksyo bhitva viharati, ato loka-bhitir api na karyeti 
bahava dhvaneh pallavah. 


This is superexcellent poetry because the sounds and the 
meanings create a feeling of wonder and because the implied 
meaning is more excellent than the expressed meaning. 


The implied sense is: “O eager girl (rangini = kutukini), you are 
reputable and have many qualities. Where are you going? You 
should go to the place where YaSoda’s youthful son has caught 
(arunat = rurodha) all the slender girls. With what has He 
caught them? With the play of His reddish sidelong glances.” 
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A metaphor is implied (the play of the sidelong glances is a net) 
by the simile (the slender girls are like does). 


Actually, the indirect meaning (/aksya) of the sentence “Where 
are you going?” is “Why are you going there? Don’t go there.” 
The implied meaning, suggested by means of the enticement 
koti-kamavatara (He is the source of millions of Cupids) is: 
“You should go there.” “Do not doubt it, because: pranaya- 
rasa-yaSo-ra (He spreads the glory of madhura-rasa).” 


In addition, the compound nava-jaladhara-dhama suggests 
this: “Making all the directions dark simply by His own luster, 
He becomes invisible and fearlessly takes pleasure. Therefore 
you need not be afraid of what people might say.” Thus there 
are many offshoots of the implied meaning. 


COMMENTARY 
Visvanatha Cakravartt interprets kofi-kamdavatara as: koti-kandarpa 
avatara yasya, saundarydtisayena tesam avatarity arthah, “He 
whose Avataras are the millions of Cupids. This means He is their 
Avatari, because He is even more beautiful than them” (Subodhini). 


As regards ornaments of sound, there is an alliteration of dh in 
“dhara-dhama’ and another of & in “koti-kamdavatara” (7.13). 
There is an alliteration of r and s in the second line. There is a 
yamaka (word rhyme) in the third line (arunad aruna-d): the 
sound arunad is repeated with a difference in meaning (7.29). 
Further, in the second line, the words yasora and yasoda form the 
punar-uktavad-adbhasa ornament (seeming redundancy) (7.103). 
Moreover, the meanings create a feeling of wonder because of the 
upama ornament (simile): kurangir iva nikhila-krsangth (all the 
slender girls are like does). 


1.21 
sabdartha-vaicitrye madhyamasyottamatvam yathd, 


Average poetry becomes excellent when the sounds and the 
meanings create a feeling of wonder. For instance: 
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Siksitani suhrdam na grhitany 
uksitasi nija-garva-rasena 
diksitah kula-vadhii-vadha-yage 
viksitah sakhi sa nanda-kumarah 


Siksitani—the instructions; suhrdam—of the friends; na—not; 
grhitani—accepted; uksita—have been sprinkled; asi—you; nija- 
garva—of your own pride; rasena—with the water; diksitah— 
He has been initiated; kula-vadhii—respectable girls; vadha—of 
killing; yage—into the sacrifice; viksitah—has been seen; sakhi—O 
friend; sah—He; nanda-kumarah—Nanda’s son. 


Sakhi, you did not heed your friends’ advice. Now you’re 
sprinkled with the water of your own pride. Nanda’s son has 
taken initiation in the sacrifice of killing respectable girls and 
was seen in their company. 


atra dhvaner madhyamatve ‘pi sabdartha-vaicitrya-paripustya 
uttamatvam eva. 


Although the implied meaning is average, the verse is consid- 
ered excellent poetry because it is enhanced by sounds and 
meanings that create a feeling of wonder. 


COMMENTARY 

Visvanatha Cakravarti: The advice is “Sakhi, don’t ever look at 
Nanda’s son.” The pride is: “I’m a respectable girl, coming from 
a good family. Who can make my mind fickle?” The implied 
meaning in this verse is that the friends console their group leader: 
“You disregarded our hundreds and thousands of warnings, and out 
of eagerness you gazed at Him. So from now on, without meeting 
Him you won’t be able to stay alive because He has taken initiation 
in the sacrifice of killing well-mannered girls. Therefore, to save 
your life, we, your friends, will have to arrange a tryst with Him.” 
This implied meaning is average because it is not subtle. Or else 
the implied meaning is that Krsna is able to bewilder even well- 
mannered girls. This implied meaning is average because it does 
not excel the expressed meaning (Subodhini). 
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The sounds create a feeling of wonder on account of yamaka 
(word rhyme): The sound ksita at the beginning of the first line 
is repeated at the same place in the second, with a difference in 
meaning. Another yamaka is the sound iksitah, at the beginning of 
the third line, which is repeated in the same place in the fourth, not 
to mention the occurrence of the syllable Asi as the second syllable 
of each line. Another ornament of sound is the alliteration of v and 
dh in “vadhi-vadha.” 


The meanings create a feeling of wonder because of the riijpaka 
ornament (metaphor): nija-garva-riipa-rasena, “with the liquid in 
the form of your [melted] pride” (like being sprinkled by a mleccha 
results in the loss of caste), and the utpreksa ornament (fanciful 
assumption): Aula-vadhi-vadha-yage, “in the killer sacrifice of 
well-mannered girls.” 


Another implied sense is a virodha alankara-dhvani (implied 
contradiction): To stay alive, she will need to undergo the killer 
sacrifice of love. 


1.22 
sabdartha-vaicitrye ’varasya madhyamatvam yathd, 


This is an example of inferior poetry that becomes average, 
when the sounds and the meanings create a feeling of wonder: 


kananam jayati yatra sada sat 
ka na nandati yad etya sukha-srih 

ka na nanda-tanaye pranayotka 

kananam dhayati va na hi tasya 


kananam—the forest [of Vrndavana]; jayati—is glorious; yatra— 
where; sada—exists eternally; sat—the Absolute Truth; ka—which 
lady; na nandati—is not increased; yat—which [forest]; etya— 
having attained; sukha—in the form of happiness; srii—opulence; 
ka—which lady; na—not; nanda—of Nanda Maharaja; tanaye— 
toward the son; pranaya—to love; utka—eager; ka—which lady; 
ananam—the mouth (or face); dhayati—drink; va—and; na hi— 
does not; tasya—of His. 
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Vrndavana is superexcellent. Therein, the Absolute Truth is 
always present. Which kind of happiness does not increase 
upon attaining Vrndavana? Which young woman is not eager 
to love Nanda’s son? And is there any young gopi who does not 
drink His face? 


atra dhvaner nispandatayam avaratve ‘pi madhyamatvam. 


Even though the implied meaning is lifeless and therefore 
inferior, this is considered average poetry because it is nourished 
by sounds and meanings that create a feeling of wonder. 


COMMENTARY 
Visvanatha Cakravarti: “The implied meaning is simply that sukha- 
Sri (opulence of happiness) means intimate pleasure. Here the literal 
meaning is more amazing than the implied sense” (Subodhini). 


The sounds create astonishment because the yamaka ornament 
occurs twice: the sound kdnanam at the beginning of the first line 
is repeated in the fourth, and the sound ka@ na nandat in the second 
is repeated in the third. Further, there is alliteration of y and ¢ in 
“jayati yatra.” 


The meanings create astonishment because of the clause: kananam 
dhayati va na hi tasya (which girl does not drink His face?). This 
is the virodha ornament (contradiction), and it implies two rupaka 
ornaments (metaphors): His face is nectar, and their eyes are 
mouths. 


1.23 
yasah-prabhrty eva phalam nasya kevalam isyate 
nirmana-kale sri-krsna-guna-lavanya-kelisu (8) 
cittasyabhinivesena sandrananda-layas tu yah 
sa eva paramo labhah svadakanam tathaiva sah (9) 


yasah—fame; prabhrti—and so on; eva—alone; phalam—gain; 
na—not; asya—of composing poetry; kevalam—only; isyate—is; 
nirmana-kale—at the time of composing; sri-krsna-guna-lavanya- 
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kelisu—on Krsna’s qualities, beauty, and pastimes; cittasya—of the 
mind; abhinivesena—by fixation; sandra-dnanda—in dense bliss; 
layah—absorption; tu—but; yah—which; sah—that; eva—alone; 
paramah—highest; labhah—gain; svadakanam—for the relishers; 
tatha eva—in the same way; sai—that. 


Fame and other aspects are not the only gains of composing 
poetry. The highest gain for both the composer and the relishers 
is the absorption in deep spiritual bliss that comes from fixing 
the mind on Krsna’s qualities, beauty, and pastimes. 


“kavyam yasase ’rtha-krte” ity-adiny eva kevalam na phalani, api 
tukta-prakarah sri-krsna-gunanuvadadi-krta Gnandas ca. 


The gains referred to in: “Poetry is for the sake of gaining fame, 
becoming rich” and so on (Kavya-prakdsa 1.2) are not the only 
gains. Rather, there is also the above-mentioned bliss brought 
about by glorifying Sri Krsna’s qualities and so on. 


COMMENTARY 
Visvanatha Cakravarti: Mammata, the author of Kavya-prakasa, 
says the gains of composing poetry are the obtainment of fame 
and wealth, the cessation of inauspiciousness, and so forth. In our 
opinion, however, these are not the main gains because they are 
insignificant. 


ity alankara-kaustubhe kavyadi-samanyoddeso nama prathamah 
kiranah. 


Thus ends the first ray in Alankara-kaustubha, entitled “a 
general description of poetry and so on.” 


Second Ray 


A disquisition on sabda (sound, word), 
artha (meaning), and the 
three vrttis (rhetorical functions) 


2.1 
atha sabdartha-vrtti-traya-niriipanam. atha kavya-purusasya 
Sariratvena nirdistayoh sabdarthayoh sabde niripite evartha- 
nirtipanam iti prathamatah sabda eva nirupyate. 


Sound and meaning were mentioned as the body of the 
Kavya-purusa (1.7). Out of sound and meaning, sound will be 
discussed first, since the meaning is ascertained once the sound 
is ascertained: 


akasasya gunah sabdo varna-dhvany-atmako dvidha (1) 


Sound is the quality of ether. There are two categories of sound: 
sounds consisting of phonemes (articulate sound, esp. a word) 
and sounds consisting of music, noises, and so on. 


varnatmako dhvany-atmakas ceti dvidha. yady api varnd nityas 
tathapi tad-abhivyaktih sarira-stha-vayunaiva bhavati. ata uktam, 
“tasmat pavana-prerito varna-sanghah ”’ iti. 


The adjective varna-dhvany-Gtmakah means: varnatmako 
dhvany-dtmakas ca, “sound consisting of phonemes and sound 
consisting of noises.” In this way there are two kinds of sound.” 


20 Although as regard the gunas, the ritis, and ornaments of sound, the term 
Sabda means “sound” (phonemes), in this chapter it means “word”, except in text 
2.43, where Kavi Karnapira illustrates the suggestiveness of imitative sounds. 
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Although the phonemes are eternal, they become manifest 
by means of air in the body. Therefore it was said: “After it 
reaches the Vaikhari stage it is pushed out of the body by air 
and becomes manifest as phonemes” (1.4). 


2.2 
nityatva-prakasas ca yathda, 


The explanation of the eternality of phonemes is this: 


sac-cid-ananda-vibhavat sa-kalat paramesvarat 
asic chaktis tato nddas tasmad bindu-samudbhavah 
nado bindus ca bijam ca sa eva tri-vidho matah (2) 
bhidyamanat parad bindor ubhayatma ravo ’bhavat 
sa ravah sruti-sampannah sabda-brahmabhavat param (3) *' 


sat-cid-ananda—is_ existing, is consciousness, and is_ bliss; 
vibhavat—whose nature (Visvanatha Cakravarti glosses vibhava 
as svartipa); sa-kalat—who is embodied (“endowed with parts’); 
parama-isvarat—from the Supreme Lord; asit—became manifest; 
Saktih—the potency; tatah—from that; nddah—primeval spiritual 
sound; tasmat—from that; bindu-samudbhavah—the origination 
of bindu; nadah—primeval spiritual sound; binduh—bindu (nasal 
sound); ca—and; bijam—the seed; ca—and; sah—that one; eva— 
same; tri-vidhah—threefold; matah—is considered;bhidyamanat— 
who is being separated; parat—from the Lord; bindoh—from 
omkara”; ubhaya—is twofold; atma—whose nature; ravah—sound; 
abhavat—became; sah—that; ravah—sound; sruti—in the ears; 
sampannah—effected; sabda—sound; brahma—transcendental; 
abhavat—became; param—transcendental. 


21 Sankaracarya’s correponding text is: sd tattva-samjia cin-mdatra-jyotisah 
sannidhes tatha | vicikirsur ghani-bhitva kvacid abhyeti bindutam || kalena 
bhidyamanas tu sa bindur bhavati tridha | sthiila-sitksma-paratvena tasya 
traividhyam isyate || sa bindu-ndda-bijatva-bhedena ca nigadyate | bindos tasmad 
bhidyamandd ravo ’vyaktatmako ’bhavet || (Prapanca-sara-tantra \.41-43). 

22 Visvanatha Cakravarti: Some words need to be supplied to the text. The 
syntactical connection is: parat paramesvara-svariipan nddad binduh, bindoh 
sakasad ubhayatma varna-dhvany-atma ravah sabdo ’bhavat (Subodhini). 
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At first, the spiritual potency became manifest from the 
embodied Supreme Lord, whose nature is real, is consciousness, 
and is bliss. Then from the spiritual potency came primeval 
spiritual sound. From primeval spiritual sound came the bindu. 
Thus at first the Lord in the form of sound is considered in three 
ways: nada (primeval spiritual sound), bindu (the nasal sound 
of omkara), and bija (omkara as the seed of all the phonemes). 


From the Supreme Lord in His separated form as primeval 
spiritual sound came bindu (omkdara), and from it came the two 
kinds of sound. Sound consisting of the Vedas is Sabda-brahma, 
which is transcendental.” 


sa-kalad iti murtat, nado ghosah, tatha ca “pranena ghosena 
guham pravistah” iti binduh pranavah, sa ca bijam, sarva-varna- 
prabhavatvat. 


The word sa-kalat here means mirtat (embodied), and the 
word nada (primeval spiritual sound) is synonymous with the 
word ghosa mentioned in prdnena ghosena guham pravistah 
(Bhagavatam 11.12.17). Bindu denotes omkara (the syllable 
om). And omkara is called bija because it is the source of all the 
phonemes. 


COMMENTARY 
Visvanatha Cakravarti expounds: sa-kalat kala amso ’vayavas tat- 
sahitat murtad ity arthah, “Sa-kalat signifies: from Him, who has 
aspects. This means He was embodied” (Subodhini). The word sa- 
kala is used in that sense in Sandilya Upanisad 3. 


23 Here the two kinds of sound denote all the phonemes (the sixty-three varnas) 
and the seven musical notes (sadja, rsabha, gandhara, madhyama, paticama, 
dhaivata, and nisdda, also known as sa, r, ga, ma, pa, dha, and ni). The Vedas 
are composed of musical notes insofar as the Vedas contain svaras (intonations: 
svarita, udatta, anudatta). Srila Prabhupada says the phonemes and the musical 
notes are Sabda-brahma (Bhagavatam Purport 3.12.47). Thus both the phonemes 
and the musical notes are eternal because they constitute sabda-brahma, which 
is a body of the Lord: sabda-brahma param brahma mamobhe sdasvati tani 
(Bhagavatam 6.16.51). 
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Visvanatha Cakravarti elucidates: “Kavi Karnapitra quotes this 
passage of the Eleventh Canto to prove that the word ndda refers 
to primeval spiritual sound (ghosa) and that ndda is a form of 
the Supreme Lord. The full quote is: sa eva jivo vivara-prasutih 
pranena ghosena guham pravistah. This is the meaning: The word 
jiva here refers to the Supreme Lord, “He who gives life.” The 
Supreme Lord (in the form of sabda-brahma) manifests in the 
vivaras, that is the cakras beginning from the Gdhara-cakra (Root 
Cakra). The words pranena ghosena guham pravistah describe His 
manifestation: He entered the guhd, i.e. the Gdhara-cakra, along 
with the prana that was endowed with nada, the prana being the 
sound known as Para” (Subodhini). 


In the body of a reciter of sabda-brahma, after sabda-brahma has 
reached the Para stage it goes through the stages called Pasyantt, 
Madhyama, and Vaikhari (1.4). For more information, consult 
Bhagavatam 11.12.18 and 11.21.36. Jiva Gosvami, however, gives 
an esoteric interpretation of verse 11.12.17 based on Vraja-I1la. For 
instance he says ghosena in that verse means vrajena (with the 
cowherd village) (Krsna-sandarbha 179). 


Omkara is the source of all the phonemes (Bhagavatam 12.6.43), 
but in another account the phonemes arose from Brahma’s body 
(Bhagavatam 3.12.47). Similarly, in their original forms the seven 
notes are transcendental: svara-brahmani (Bhagavatam 6.5.22), 
yet they arose from Brahma’s playing (Bhagavatam 3.12.47). 
Omkara is the seed of the Vedas (Bhagavatam 12.6.41). The four 
Vedas are the breaths of Maha-Visnu (Brhad-adranyaka Upanisad 
2.4.10; 4.5.11), but in another account they are said to originate 
from Brahma’s four faces (Bhagavatam 12.6.44). 


Sridhara Svami says orikdra consists of five parts: the letter 
A, the letter U, and the letter M, bindu (nasal sound), and nada 
(reverberation): pranavasyakaro-kara-ma-kara-bindu-naddah 
pancamsah (Bhavartha-dipika 11.27.23). In the Eleventh Canto, 
Krsna says He is to be meditated upon at the end of nada: anvim 
jiva-kalam dhyayen nddante  siddha-bhavitam (Bhagavatam 
11.27.23). In the terminology, Kavi Karnapitira establishes a 
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difference between ndda and omkara. This usage is also seen in 
Bhagavatam 12.6.37-39, quoted below, which states that nada 
appeared in the heart of Brahma, who was in trance, and then 
omkara appeared from ndda. 


The life force (prana) mentioned in Bhagavatam 11.12.17 denotes 
sutratma. Commenting on the passage: omkaram bindau ndde 
tam tam tu prane mahaty amum (Bhagavatam 7.15.53), Sridhara 
Svami writes: omkaram bindau tam ca ndde prane sutratmani 
mahati brahmani, “Omkara is offered in bindu, the bindu in ndda, 
the nada in prdana, i.e. in sutratma, and siitratma in Brahman” 
(Bhavartha-dipika 7.15.53). 


Mukhya-prana is Sitratma. Sridhara Svami writes: mukhyena 
pranena sitratma-rtipena, “The words “by Mukhya-prana” mean 
“as the form of Sutratma” (Bhavartha-dipika 7.3.29). At the 
cosmic level, sitratmd is the aspect of mahat-tattva endowed with 
kriya-sakti (Bhavartha-dipika 11.24.6). Visvanatha Cakravartt 
specifies that the prana phase of Vedic sound, mentioned above 
by Kavi Karnapira, is imbued with material prana and with 
transcendental prana: prakrtaprakrta-prana-mayasya (Sarartha- 
darsini 11.21.36). 


The information Kavi Karnapiira provides is similar to Upanishadic 
lore: om ity etad aksaram param brahma. tad evopdasitavyam. 
etad eva suksmastaksaram bhavati. tad etad astatmako ’stadha 
bhavati. a-karah prathamaksaro bhavati. u-karo dvitiyaksaro 
bhavati. ma-karas trtiyaksaro bhavati. bindus turivaksaro bhavati. 
nddah pancamaksaro bhavati. kala sasthaksaro bhavati. kalatita 
saptamaksaro bhavati. tat-paras castamaksaro bhavati. [...] nado 
maha-prabhur jneyo bharatah sankha-namakah. kalayah purusah 
saksal laksmano dharani-dharah. kalatita bhagavati svayam siteti 
samjnita. tat-parah paramatmd ca sri-ramah purusottamah, “This 
syllable, om, is Para-Brahman: It should be meditatingly revered. 
This syllable has eight subtle aksaras. A is the first aksara. U the 
second, M the third, bindu the fourth, nada the fifth, kala the sixth, 
kalatita (she who is beyond an amsa) the seventh, and He who is 
beyond that is the eighth. [...] Nada is to be understood as the great 
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master, Bharata, called Saikha (the Conch). The personified kala 
is Laksmana, the upholder of the earth. She who is beyond kala is 
the goddess called Sita. And Paramatma, who is beyond her, is Sri 
Rama, the topmost person” (Tara-sara Upanisad 2.2-4). 


Here the conch represents ndda, whereas earlier Kavi Karnapira 
compared Murari’s flute to nada, which he called ndda-brahma. 


In the following texts, Kavi Karnaptira embarks on a discourse 
about Sphota. One purpose of this discussion is to establish a 
correlation between Vedanta and poetics: The Dhvani in Vedanta 
(nada-brahma) (1.4) is similar to Dhvani in poetics in the sense 
that both originate from the depth of the consciousness. 


2.3 
tathd ca, 


samahitatmano brahman brahmanah paramesthinah 
hrdy akasad abhin nado vrtti-rodhad vibhavyate 


“tato ‘bhit tri-vrd om-karo yo ’vyakta-prabhavah svarat’’ ity 
arabhya “tato ’ksara-samamnayam asrjad bhagavan ajah”’ iti 
bhagavate. 


The same understanding is described in Bhdgavatam: “O 
Brahmana, the subtle vibration of transcendental sound (ndda) 
appeared from the sky of the heart of Lord Brahma, whose mind 
was perfectly fixed in spiritual cognition and who occupies the 
highest position. One can perceive this subtle vibration when 
one stops all external hearing” (Bhdgavatam 12.6.37). 


“From that transcendental subtle vibration arose omkara, 
composed of three sounds. Omkara has unseen potencies 
and manifests automatically within a purified heart. It is the 
representation of the Absolute Truth in all three of His phases— 
the Supreme Personality (Bhagavan), the Soul (Paramatma), 
and the supreme impersonal truth (Brahman). 
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“Omkara, ultimately nonmaterial and imperceptible, is heard 
by the Soul without His possessing material ears or any other 
material senses. The entire expanse of Vedic sound is elaborated 
from omkara, which appears from the soul, within the sky of 
the heart.” 


“It is the direct designation of the self-originating Absolute 
Truth, the Soul, and is the secret essence and eternal seed of all 
Vedic hymns. 


“Omkara exhibited the three original sounds of the alphabet—A, 
U, and M. These three, O most eminent descendant of Bhrgu, 
sustain all the different threefold aspects of material existence, 
including the three modes of nature, the names of the Rg, Yajur 
and Sama Vedas, the goals known as the Bhuh, Bhuvah, and 
Svah planetary systems, and the three functional platforms 
called waking consciousness, dream, and deep sleep. From that 
omkara, Lord Brahmi created all the sounds of the alphabet.” 
(Bhagavatam 12.6.39-43) 


tena nddasya nityatvat tad-atmakasyaum-karasya ca nityatvam, 
svarad iti purvokteh. tad-atmakasya varna-samiuhasya ca tatha. 
akasasya nitya-dravyatve tad-gunasyapi nityatvam, gunasrayo hi 
dravyam iti guna-guninoh samavaya-sambandhat. tena pavana- 
preranaprerana-vasadd_ evabhivyakty-anabhivyakti. vastutas tu 
nityataiva tesam ity ayam Gntara-sphotah. uktam ca “Srnoti 
ya imam sphotam” iti dvadasa-skandhe. ata evaike dcarya 
Sabdartham Gntaram sphotam sabda-brahmety ahuh. yatha 
“niramsa evabhinno nityo bodha-svabhadvah sabdartha-maya 
antarah sphotah ” iti. 


Therefore, since primeval spiritual sound is eternal, omkdara, 
which consists of that sound, is also eternal. This is confirmed 


24 Kavi Karnapiira stated: “Nada-brahma is also superexcellent because 
everything including the Vedas is produced from it alone” (1.4 vrtti). The 
understanding is that omkara comes from nada, and the Vedas originate from 
omkara. 
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by the previous statement: svarat (omkara is self-manifest in 
the heart, Bhagavatam 12.6.39). Similarly, the phonemes, 
based on omkdra, are also eternal. Since ether is eternal,”° its 
quality, sound, is also eternal, because there is a relationship of 
perpetual co-inherence between the quality and that in which 
the quality inheres, since a quality resides in a substance.”’ 


Hence the manifestation of phonemes and the non-manifestation 
of phonemes is dependent upon their being pushed out or not 
pushed out of the body by air. Factually, however, the phonemes 
are eternal. Thus there is an internal sphota. And in the Twelfth 
Canto it was said: Sruoti ya imam sphotam, “|[Paramatma is 
He] who hears this sphota (omkara)”* (Bhaégavatam 12.6.40). 
Therefore some Vedic teachers say that a sound’s meaning 
perceived within is called internal sphota, and sphota is Sabda- 
brahma (transcendental sound). For example: “Internal sphota 
is without parts, indivisible, and eternal. Its inherent nature is 
an understanding and it consists of the meaning of a sound” 
(Punyaraja in Vakyapadiya-prakasa 1.48). 


COMMENTARY 
The word sphota is formed by applying the suffix ghan after 
the verbal root sphut vikasane (to be manifest) in the sense of 


25 This follows Sridhara Svami’s gloss of svardf (lit. it exists by itself) as: svata 
eva hrdi prakasamanah, (Bhavartha-dipika 12.6.39). In the translation above, 
this was rendered as: “It manifests automatically within a purified heart.” 

26 Ether is eternal in the sense that the cycle of creation, continuation, and 
destruction of the world is eternal: irdhva-milo ’vak-sakha eso ’svatthah 
sanatanah, “This Asvattha tree, which has roots above and branches below, is 
eternal” (Katha Upanisad 2.3.1); urdhva-milam adhah-sakham asvattham prahur 
avyayam (Bhagavad-gita 15.1). 

27 Here Kavi Karnaptira makes the point that the phonemes are eternal, because 
this is extrinsic to the Sphota theory, which states that in the Vedas only the 
meanings are eternal. 

28 Sridhara Svami explains: ko sau paramatma. tam dha, srnotitimam 
sphotam avyaktam omkaram,“Who is Paramatma? He hears this sphota, which 
is unmanifest omkara” (Bhavartha-dipika 12.6.40). In the translation above, this 
was rendered as: “Omkara, ultimately nonmaterial and imperceptible, is heard by 
the Soul.” 
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either sphutate vyajyate varnaih (that which is manifested by 
means of phonemes) or sphutaty artho yasmat (that from which 
the meaning bursts forth) (Sabda-kalpadruma). According to 
another encyclopedia, Vacaspatya, the suffix ghafi is applied in 
the instrumental voice and the derivation is: sphutaty artho ‘nena, 
“The meaning bursts forth by means of this.” 


2.4 
prayogas ca, 


The usage of internal sphota is as follows: 


jatandha-mitka-badhirasyantah sviye paramrsi 
sva-vak-sabdarthayor bodha antarah sphota eva sah *° 


jata—from birth; aGndha—blind; muaka—dumb; badhirasya—of 
one who is deaf; antah—the mind; sviye—telating to himself; 
paramrsi—when he feels; sva-vak—of his own speech; sabda- 
arthayoh—the sound and the meaning; bodhah—he understands; 
antarah—internal; sphotah—the ethereal thing from which the 
meaning comes to mind; eva—only; sah—that is. 


A person who is blind, deaf, and dumb by birth undertands his 
speech and its meaning upon reflecting upon them in the mind. 
This is internal sphota. 


vaiydkarands tu bahih sphotam ahuh. tatra_ pirva-purva- 
varnoccaranabhivyakta-tat-tat-samskdara-sahakrta-carama- 
varna-samskara-nistha-pada-janyaika-padartha-pratyayakata 
pada-sphotah. evam _ purva-ptirva-padoccaranabhivyakta-tat- 
tat-samskara-sahakrta-carama-pada-samskara-nistha-vakya- 
jJanyaika-vakyartha-pratyadyakata vakya-sphotah. etad-ubhaya- 
laksanam Sabda-brahma. tatha ca “eka eva nityah padabhivyangyo 
vakyabhivyangyo*® ’khando vyakti-sphoto jati-sphoto va bahi- 


29 Puri Dasa gives the reference: Yoga-vasistha-ramayana, nirvana-kanda 2.42. 
30 The word vakyabhivyangyo is not seen in the consulted edition of Punyaraja’s 
commentary (Sampurnanand Sanskrit Vishvavidyalaya, Varanasi, 1980, p. 63). 
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ripah”?' ity ahuh. vyakti-sphota-puraskarena jati-sphotah. ata 


ahuh “budhaih vaiyakaranaih” iti kavya-prakasa-krtah. 


Only the grammarians talk about external sphota. In that 
regard, pada-sphota is what causes one to understand a word’s 
meaning. The meaning of a word is produced from a word, 
and a word is based on the impression left by the last phoneme 
along with the impressions left by the previous phonemes. 
Those impressions are manifested by the pronunciation of the 
phonemes.” 


Similarly, vakya-sphota is what causes one to understand the 
meaning of a sentence. A sentence is based on the impression left 
by the last word along with the impressions left by the previous 
words. Such impressions are manifested by the pronunciation 
of the words. 


Sabda-brahma is characterized by these two. For instance: 
“The external form of sphota is one and eternal, is nondivided 
and is to be manifested from the words, and is either an 
external vyakti-sphota or an external jati-sphota” (Punyaraja in 
Vakyapadiya-prakasa 2.29). A jati-sphota occurs after a vyakti- 
sphota. 


Therefore Mammata, the venerable author of Kavya-prakdasa, 
says: budhaih vaiyakaranaih, “by the intelligent ones, the 
grammarians.” 


31 The word bahi-riipah is not in that sentence by Punyaraja. It is in his next 
sentence (which occurs after verse 2.30): evam tavad bahi-riipam vyakti-sphotam 
jati-sphotam va vacakam asritya vakyam vyakhyatam. 

32 The sense of “pada-sphota’” is that a word consists of a series of phonemes 
pronounced one after another. Although the first phoneme has already disappeared 
at the time of pronouncing the second one, and so on, each phoneme, when 
pronounced, leaves an impression on the mind of the hearer. Upon receiving the 
impression left by the last phoneme which completes the word, the mind puts 
together the impressions (k + r + 5 + n + a) (vyakti-sphota) and registers the 
sound as a whole, the jati-sphota (krsna). The sound activates the sphota (ethereal 
archetype of the meaning), and the sphota gives the meaning to the mind. 


Second Ray 59 


COMMENTARY 

There are two kinds of Sphota: internal and external. Kavi Karnapiira 
referred to them when he wrote: “Sabda-brahma is characterized 
by these two.” Pada-sphota and vakya-sphota are in the category 
of internal sphota (the insight that gives the meaning), whereas 
vyakti-sphota and jati-sphota are in the category of external sphota, 
i.e. Patafyali’s sphota.** Patafjali’s sphota is also called sphota- 
Sabda, the actual spoken words: In this theory, at first the sphota is 
the word or idea that the speaker has in mind; in speech, this sphota 
takes the form of audible phonemes. 


Dr. Korada Subrahmanyam explains the difference between vyakti- 
sphota and jati-sphota: “So much so that the Sabda consisting of 
the phonemes a-g-n-i is called Vyakti whereas the Agni-Sabdatva, 
which is there in the same Sabda, is taken as Jati.”*4 Bhartrhari 
referred to Patafijali: aneka-vyakty-abhivyangya jatih sphota iti 
smrta, kaiscid vyaktaya evasya dhvanitvena prakalpitah, “Some 
scholars say sphota 1s a jati revealed by more than one individual 
phoneme. Some persons conceive of those same individual 
phonemes as the external sounds” (Vakya-padiya 1.96). However, 
Bhartrhari’s own theory of Sphota is only internal and concerns 
vakya-sphota, which relates to the hearer. 


Kavi Karnaptra mentions Mammata because he adheres to 
Mammata’s methodology. He referred to the grammarians: idam 
uttamam atisayini vyangye vacyad dhvanir budhaih kathitah. 
idam iti kavyam, budhair vaiyadkaranaih, ““When the implied 
sense excels the literal meaning of the text, that is first-rate poetry 
and is called dhvani by intelligent persons.” In this definition, the 


33 Patafijali’s sphota is sabda: evam tarhi sphotah sabdah, dhvanih sabda- 
gunah. katham, bhery-aghata-vat, tad yatha bhery-aghato bherim ahatya kascid 
vimsati padani gacchati kascit trimsat kascic catvarimsat, sphotah ca tavan eva 
bhavati, dhvani-krta vrddhih, dhvanih sphotas ca sabdanam dhvanis tu khalu 
laksyate, alpo mahams ca kesaficid ubhayam tat-svabhavatah. (Mahabhasya 
1.1.70). 

34 Subrahmanyam, Korada (1992) The Vakya-padiyam of Bhartrhari, 
Brahmakanda, Sti Garibb Das Oriental Series No. 146. Delhi: Sri Satguru 
Publications, p. 47. 
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word idam denotes poetry, and “by intelligent persons” means 
“by the grammarians”” (Kavya-prakasa 1.4). The purport is this: 
The Dhvani theory of poetics was invented by Anandavardhana, 
whom Mammata reveres. Prior to Anandavardhana, the poetical 
theorists did not articulate the notion of “implied sense”. To 
prove that suggestiveness is not a concept taken out of the blue, 
Anandavardhana referred to the grammarians’ usage of the word 
dhvani (echo)*> (in Patafjali’s Sphota theory). Kavi Karnaptira 
shows that ultimately the justification of suggestiveness points to 
the internal Sphota theory, because both the literary function called 
Suggestiveness, propounded by Anandavardhana, and sphota 
involve a flash of insight. 


22 
tam anye na sahante. tatha hi pirva-purva-varnanubhavatas 
carama-varna-sravana-kdale purva-purva-varnanubhava- 
Janita-samskara-sahakrta-carama-varna-sambandhena pada- 
vyutpadana-samaya-grahananugrhitena srotrena yugapad eva 
sad-asad-aneka-varndvagahini — pada-janya-pratitir —_janyate, 
sahakari-dardhyena_ pratyabhijnana-vad_ eva. pratyabhijnane 
pratyakse ‘pi atitadi-pirvavastha sphuraty eva, tena krtam 
sphoteneti, tan na. tatha hi pada-vyutpddana-samayo hi sphota- 
krta eva. na ca tatra pramanabhavah, pratyaksarthapattyoh 
sambhavat. yatha “ayam gauh” ity ukte na hi ga-karau-kara- 
visarga eva pratiyante, api tu sadsnaddimat kim apiti pratyaksam. 
ayam gaur ity atra kim ga-karadayo varnd vyasta evartha- 
pratyayakah, kim samastah? nddyah, itara-varna-vaiyarthyan 
napi dvitiyah, utpanna-pradhvastanam sdmastyabhavat. (sarva- 
darsana-sangrahe pdnini-nidarsane 27-sankhyanucchede) “na 
ca vydsa-samasabhyam anyah prakaro ‘sti tasmadd varnanam 
vacakatvanupapattau yad-balad artha-pratitih, sa eva sphoto 
varnatirikto varnabhivyangyartha-pratyayako nitya eva” ity 
arthapattir api. sphotanangikare sarve eva samskara visrnkhalah 
santah pada-janya-padartha-pratitau. na Ssaknuvanti, napi 
pratyabhijnane pratyakse ‘py atitapi purvavastha sphurati. na va 
sad-asad-aneka-varndvagahini pada-pratitih srotrena janyate, 


35 avivaksita-vacyasya pada-vakya-prakasata | tad-anyasya@nuranana-riipa- 
vyangyasya ca dhvaneh || (Dhvany-dloka 3.1) 
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“so ‘yam devadattah” iti pratyabhijnanasya tattvamse (tad- 
amse) samskara-janita-smrti-visesatvat Srotrena sad-asad-aneka- 
varnavagahabhavac ca. na hi pratyabhijianam ekam jnanam, 
tad-amse samskara-janyatayd, idam-amse  caksur-janyataya 
ca smarana-grahanatmakatvat. na ca tad-amse ‘pi caksuh 
karanam, tasya sannihita-grahitaya tad-abhavat. napidam-amse 
samskarah—caksur-anvaya-vyatirekanuvidhanat, smarana-hetu- 
vyavasayabhavac ca. tena sphota eva angi-karya iti vaiyakaranah, 
tena prthak-sambandhanam samskaranam kramena paraspara- 
sambandha-karitvam sphotatvam. anyatha rasah sarah nadi dina 
ity etesam pratiloma-pathe ‘pi repha-sakaradinam samskaro ‘sti, 
na tu te ‘nuloma-samskaravatvena padam vyutpddayanti, anyatha 
bhedo na sydat. 


Others, however, do not accept Sphota-vada. Their explanation 
is this: “When a person hears the last letter, having become 
aware of each previous one, the connection between the last 
letter of the word and the impressions left by the awareness of 
each previous letter occurs. Because of that, an understanding— 
which goes deep into the letters that had sequentially come into 
being and cease to exist—generated from the word is produced 
at the same time that hearing occurs. The hearing was favored 
by the knowledge that “now this meaning of the word is 
taking place.” But in fact the understanding is exactly like a 
recognition, with a strengthening made by the impressions, 
which assist in grasping the meaning of the word. In a 
recognition (pratyabhijnana) (knowledge which is a mixture of 
direct experience and remembrance), the previous situation, 
even an old one, comes to mind even when there is the direct 
perception, so what is the use of a Sphota theory?” That is 
wrong. The real explanation is: The time when it is known that 
“This meaning of the word is taking place” is made by Sphota. 


It cannot be said that there is no proof of Sphota, because 
there is both pratyaksa (direct perception) and arthapatti 
(presumption). The pratyaksa is this: Upon hearing ayam gauh 
(this is a bull), not only the sounds are heard; rather there is the 
direct perception of a thing that has a dewlap and so on. 
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Now, do the letters reveal the meaning singly or collectively? 
Obviously, they do not reveal it singly, otherwise one letter 
would be sufficient and the others useless. They do not reveal 
it collectively either, because they do not exist at the same 
time, given that a phoneme perishes right after it originates. 
Therefore Sphota must be accepted. 


The arthapatti is this: Things are either separate or whole; 
there is no other way; consequently, since it cannot be logically 
substantiated that the letters themselves are literally expressive 
of the meaning of the word, the thing by the force of which the 
understanding of the meaning occurs is the Sphota. Sphota is 
eternal and, though distinct from the letters, is the cause of the 
perception of the meaning to be roused by the letters.*° 


If Sphota-vada were not accepted, then all the impressions, 
being disunited, could not possibly reveal the meaning of the 
word. And in a recognition, a previous situation could not come 
to mind even when there is a direct perception. Similarly, the 
understanding of the meaning of the word could not be generated 
by hearing, because the recognition “That Devadatta of old is 
this one” is a particular remembrance produced from a mental 
impression. Recognition is not merely one means of acquiring 
knowledge, because in the aforesaid sentence the word “that” 
refers to a remembrance, i.e. a mental impression, and the 
word “this” to visual perception. Therefore the grammarians 
say Sphota-vada must be acknowledged. Thus a sphota makes 
the mutual connection of the impressions, which are separately 
connected, in sequence. 


COMMENTARY 
What is generally known as “the” Sphota theory is Bhartrhari’s 


36 For example, in the classic instance “Devadatta is fat although he does not 
eat during the day,” the arthapatti (presumption based on a fact that is otherwise 
inexplicable) is “He must eat at night.” Since this meaning is not obtained by the 
letters of the sentence either singly or collectively, it is assumed that there must be 
a third way of understanding. 
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vakya-sphota. Anandavardhana, Mammata and other Kashmiris 
did not validate Suggestiveness by referring to the internal Sphota 
theory, i.e. Bhartrhari’s Sphota theory, because Bhartrhari said 
that in speech, even in the Vedas, the phonemes are “unreal” in 
the sense that only the meaning is real. Those Kashmiris were 
Shaivites, who revere the Tantras. 


Bhartrhari says the phonemes are unreal in two ways: Firstly, the 
words of one Veda might differ from those of the same Veda in 
another universe, yet the meaning is the same, and secondly, the 
meaning of a sentence is the sense as a whole, not the meanings of 
the words taken separately. 


To counter his approach, the Kashmiris developed both the concept 
of Pratyabhijfia (recognition) in their philosophy of life and 
Kumarila Bhatta’s concept of tatparya (the Drift) in the philosophy 
of language (poetics). 


The function called tatparya (the Drift) is used after abhidha 
(Denotation) to arrive at the actual meaning of words (2-30-31). 


2.6 
sddhv-asadhutayddyo ‘pi (4a) 


The first kind of sound (a word) has two categories: pure and 
impure. 


adyo varndtmakah sabdo ‘pi sadhutayasadhutaya ca dvedha 
bhavati. kim nama sadhutvam, kim sadhu-janoditatvam, kim 
uta siinrtatvam, utaho veda-vakya-sthatvam, prakrti-pratyaya- 
vyutpaditatvam va? adye candaladi-prayuktasya samskrtasyapy 
asadhutvapatteh, dvitiye parusa-samskrtasya, trtiye ‘smad-dadi- 
krta-samskrta-sabdanam apy asdadhutvapatat, caturthe samjna- 
sabdanam api, tena vyakarana-pranitatvam sadhutvam iti. tatha 
sati ditthadinam samjna-sabdanam api dittho ’yam davittho ‘yam 
iti vibhakty-utpatteh sadhutvam, na tu gavi-prabhrtinam bhranta- 
pranitatvat. tathapi tair yad-vyavahara-nispattis tad-vijnanam tat- 
smarita-go-sabdadi-dvara, ajnanam tv ajna-parampara-prapta- 
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samskara-dvaraiva. prakrtasya tu saddhu-samatvat sadhidbhavatve 
tad-tad-vyakarana-pranitatatvac ca sadhutvam. 


The first variety, sound consisting of phonemes (2.1), has two 
varieties: pure or impure. What is a pure word? Is it a word 
spoken by pure people? Or is it a pleasant word? Is it a word 
found in the Vedas? Or is it a word consisting of a base and a 
suffix? 


If we accept the first definition, then even a Sanskrit word 
would be impure if it were spoken by an impure person like 
an outcaste. If we accept the second definition, then a harsh 
Sanskrit word would be impure. If we accept the third 
definition, then even Sanskrit words composed by persons such 
as us would be impure. And if we accept the fourth definition, 
then even pure names that cannot be derived would be impure. 


Therefore a pure word is that which is composed in accordance 
with the rules of grammar. If we accept this definition then even 
proper names such as Dittha (the name of a man) are considered 
pure since they are formed by applying a case ending, i.e. dittho 
*yam (he is Dittha) and davittho ’yam (he is Davittha). 


On the other hand, words such a gavi (cow) are considered 
impure because they are wrongly made. Still, learned persons 
can understand what the word gav7 refers to because it reminds 
them of the word go (cow) (a proper word).”’ Ignorant persons, 
however, understand what the word gavirefers to because of the 
impression they gained from a chain of ignorant persons (gavi 
is in the category of languages called Apabhramé$a). Prakrit 
words, on the other hand, are considered pure, provided they 
are properly pronounced, because they are similar to Sanskrit 
and because they are composed in accordance with the rules of 
Prakrit grammar. 


37 Alternatively it reminds one of the word gavi, a proper word which Kavi 
Karnapira uses in text 8.54. 


Second Ray 65 


COMMENTARY 
Examples in Prakrit are often seen in treatises on Sanskrit poetics. 
But Prakrit languages are no longer in use. Braj Bhasha originates 
from Sauraseni Prakrit. Thus an Apabhrarhga is a corrupt form of 
a Prakrit language. 


Bhartrhari says a word is not invariably pure or impure: nimitta- 
bhedat sarvatra sadhutvam ca vyavasthitam, “At all times, the 
correctness depends on the reason the word conveys its meaning” 
(Vakya-padiya 1.149). Bhartrhari gives an example by using the 
nominal base: When the word asva (one devoid of wealth) is used 
in place of asva (horse), asva is incorrect, but in a context where 
asva does mean “one devoid of wealth,” then asva is correct: asva- 
gony-ddayah sabdah sadhavo visayantare (Vakya-padiya 1.149). 


Thus sometimes a meaningful word is incorrect because the 
meaning of the word makes no sense in the context. Another 
example is: mitram dyumanitvena bhati, “A friend is resplendent 
as the jewel of the sky.” The neuter word mitram (friend) is 
incorrect here because although it is formed according to the rules 
of grammar, it is incongruent since the masculine word mitrah 
(sun) should have been used. That is the fault called asamskrta 
(grammatical mistake) (10.8). To avoid ambiguity, Kavi Karnapira 
does not refer to the context a word is used in. 


Moreover, Bhartrhari said that many non-Sanskrit words have 
become Sanskritized. He complained about it because he opined that 
by definition Sanskrit words are eternal: daivi vag vyatikirneyam 
aSaktair abhidhatrbhih, anitya-darsinam tv asmin vade buddhi- 
viparyayah. (Vakya-padiya 1.155) 


2.7 
sadhavas ca catur-vidhah jati-kriya-guna-dravyaih (Abc) 


sddhavah—pure [words]; ca—and; catur-vidhah—four kinds; 
jati—the category; kriya—the action (or mode of being); guna—the 
quality; dravvaih—because of the entity (person or thing). 
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There are four kinds of pure words: They denote either a 
category, an action, a quality, or an individual person or thing. 


“gauh pacakah suklo ditthah” iti kramaj jaty-adibhis catur- 
vidhyam. ca-karaj jatir eva padartha iti ca matam. tatha hi guda- 
tanduladi-paka-bhedena pacako ‘yam pacako ’yam iti pacakatvam 
asti. evam candra-candana-kundaddisu ayam suklo ’yam sukla iti 
suklatvam. bdala-vrddha-yuvady-udirita-ditthady-arthesu  dittho 
‘yam dittho ‘yam iti ditthatvam iti. 


There are four kinds, taking into account the category, the 
action, the quality, and the individual person or thing, which 
are expressed sequentially in the words gauh (cow), pacakah 
(cook), suklah (white), and Ditthah (a man named Dittha). 


Because of the word ca (and), there is also the opinion that only 
the category (jati) is what is referred to by a word. For example, 
in this opinion the word pdcaka (cook) actually refers to the 
state of being a cook. In other words, because of the special 
action of cooking sugar, rice, and so on, we say “This person 
is a cook” and “That person is a cook.” Similarly, the word 
Sukla denotes whiteness. For instance, in reference to the moon, 
sandal paste, jasmine, and the like, we say “This is white” and 
“That is white.” Similarly, the word dittha refers to the state 
of being Dittha, in reference to an individual such as Dittha as 
a boy, Dittha as an old man, and Dittha as a youth, and so on. 
Thus we say “This is Dittha” when he is young, “This is Dittha” 
when he is old, and so forth. 


COMMENTARY 
Visvanatha Cakravarti comments: In the opinion of those who say 
that a word refers only to the category (ati), not to an individual 
thing (vyakti), there is only one kind of pure word. Such people 
say the individual thing is automatically indicated by the category. 


2.8 
mukhyo laksanikas tatha (4d) 
vyanjakas ceti (5a) 
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Words are further divided into three categories: mukhya 
(literal), /aksanika (figurative, indirect), and vyafjaka 
(suggestive). 


te tredha. te Sabdah. mukhyo vacakah, yas tu sanketam aisvaram 
dhatte, sa mukhyah. aisvaram isvara-krtam sanketam, asmad-dadi- 
krtam sanketam api yo dhatte, tasya dravyatve svartham prati 
mukhyata. 


The words ¢e tredhd (they are of three kinds) need to be added 
here; te means Sabdah (words). 


Mukhya means vacaka (literally expressive): A word expressing 
the meaning assigned to it by the Supreme Lord is called a 
mukhya word. Even a word that expresses a meaning assigned 
by persons like us (such as the name of a person) is still 
considered a mukhya word, by extension, since it expresses its 
own meaning in the form of a particular individual. 


COMMENTARY 
For the most part, a mukhya word is a word listed in a dictionary. 
Mukhya words are subdivided in three categories (2.10). A sugges- 
tive word (vyanijaka) is either mukhya or laksanika. 


2.9 
sanketa iseccha tatra tattva-krt (Sab) 


sanketah—assignation; 7sa—of the Lord; iccha—the will; tatra—in 
that (a sound); tattva—of the truth; Art—the maker. 


Assignation is the Lord’s desire that assigns a meaning to a 
word. 


tatra ghatadau tattva-krd ghataditva-bodha-krt sanketah sydat. 
tatha hi kascid agrhita-sanketo balah kadacid uttama-vrddhena 
ghatam dnayety ukte madhyama-vrddhe kambu-grivadimantam 
vyakti-visesam sthanat sthanantaram nayati sati aho ghata- 
sabdenedrsi vyaktir iti prathamam vyaktav eva ghata-sabda- 
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Saktir iti pratipadyate. punas tenaiva patam anayety apy ukte tad- 
vijatiyam vyakti-visesam tathaiva tasmin nayati sati punah so ‘pi 
ghatad bhinnah patah, patad bhinno ghata iti vvutpadyamdanah 
punar aghata-bhinno ghata apata-bhinnah patas cety apoha- 
dvarena niScinvan punas tenaiva ghatantaram patdntaram 
canayety ukte tasmin ghata-patayor akarato visadrsau ghata- 
patav Gnayati sati punar ayam samsete—“aho pata-ghata-sabdau 
na vyakti-visesa-visayaka-sanketau, yata etau purva-ghata-patato 
bhinnau, tena ghatadisu kascid asadharano bhavisyati dharmah, 
yad-vasad ayam ghato ’yam api ghata ity anugatakaravagahi- 
jndanam janyate” iti niscitya jatav eva sanketam avadharayati. tad- 
bhinna-bhinnadhikarana-matra-vrttitvam asadharanatvam, yatha 
goh sasndadi-mattvam. 


Assignation is that which assigns an undertanding such as 
ghatatvam (the state of being a pot) to a word such as ghata 
(pot). For example, a certain boy who does not know any 
assigned meaning sees at one point in time that, when the old 
man says ghatam dnaya (bring a pot), the middle aged man 
brings from one place to another a certain individual object 
that has a neck on it. At that time the boys thinks: “Oh, the 
word ghata refers to this individual object.” Thus initially he 
thinks that the word ghata refers to a single individual thing. 
Later he sees that when the old man says patam dnaya (bring a 
shawl), the middle aged man brings a certain individual object 
that is different than the pot. At that time the boy realizes: 
“The shawl is different than the pot, and the pot is different 
than the shawl.” Then he deduces through negative logic that a 
pot is different than something which is not a pot and a shawl 
is different than something which is not a shawl. 


Later, he sees that when the old man says ghatantaram 
patantaram canaya (bring another pot and another shawl), the 
middle aged man brings a pot and a shawl that are different in 
shape than the pot and the shawl he previously saw. Then the 
boy doubts: “Oh, the assignations of the words ghata and pata do 
not refer to specific individual objects (vyakti) because this pot 
and this shawl are different than the previous pot and shawl.” 
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Finally he concludes: “Therefore there must be some special 
characteristic in pots and so on that brings about a certain kind 
of understanding whereby one recognizes something that has 
a similar shape: “This is a pot, and this too is a pot.”” Thus 
he ascertains that the assignation of a word only refers to its 


category (jati). 


A special characteristic is that which only exists in entities 
distinct from entities that are different from them. For example, 
the special characteristic of a cow is that it has a dewlap and 
so on. 


COMMENTARY 
The characteristic of having a dewlap and so forth only exists in 
the species (jati) of cattle. Therefore a jati (category) is a universal 
(samanya), characterized by individuals which have a common 
special characteristic.** The jati inheres in all its individuals 
(vyakti). A jati exists in dravya (person, thing), guna (quality), and 
kriya (action; mode of being). 


2.10 
yoga-ridhas ca rudhdas ca yaugikds ceti te tridha (6) 


Words are also divided in another set of three categories: yoga- 
ridha (the word has both a derived meaning and a conventional 
meaning), ridha (the word has a conventional meaning), and 
yaugika (the word has a derived meaning). 


te Sabdah punas tri-vidha bhavanti. yoga-rudhah pankajadayah. 
pankaj janer da-pratyayena panka-jani-kartr-abhidhayakena 
yogenapi padmartha eva pratipddyate, na tu kumudddy-arthah, 
iti yogartha-puraskarenapi rudhy-artha eveti yoga-rudha eva, 
isvara-krta-sanketa-mahimna jhatiti padmasyaiva smrteh. yada 
tu panka-jam vartma-daurgatyam ity-ddi kenapy ucyate, tada 


38 nityam ekam aneka-gatam samanyam dravya-guna-karma-vrtti. tad dvi- 
vidham parapara-bhedat. param satta, aparam dravyatvadih (Tarka-sangraha 
9.17); nitya-dravya-vrttayo vyavartaka visesah (Tarka-sangraha 9.18). 
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tatra panka-krtatvena laksana, vastutas tu padme Saktih. riidha 
mandapddayah. yatha padme panka-jani-kartrtvam vartate, tatha 
mandape visese manda-pana-kartrtvam nasti, tena kevalam grha- 
viseso yogartham vinapi gamyata iti rudha eva. karmani kusala 
ity atra kusala-sabdo na laksanikas tasya nanarthatvat, “kusalah 
kseme punye ca Siksite” iti siksito nipunah, ato mukhya eva. 
evam mandapa-sabdo riidhatvena grha-visese mukhyah. yada 
tu. mandapam bhojayatety uktis tada sabdantara-sahacaryan 
manda-pana-kartari laksanikah. dditeyadi-sabda_ yaugikah. 
aditer apatyani dhak-pratyayena kevalam yogartha eva. yada 
tu. apatyartha-pratyayantarena wnya-pratyayena_ niruktis tada 
nanarthatve ‘py Gditya iti deva-paryaye pathito ‘pi deva-visese 
Saktimattvat pratyaya-mahimna yoga-ridha evarthah. 


Te tridha means “words have another three categories.” 
Examples of yoga-riidha words are pankaja (lotus) and so on. 
The word pankaja is formed when the suffix /d/a is applied 
after the verbal root jan (to take birth) which comes after the 
word panka (mud). This suffix expresses the karta (doer) of the 
action of taking birth from the mud. Thus the conventional 
meaning “lotus” is also conveyed by derivation (yoga). 
However, meanings such as “white lily” are excluded [even 
though such things also take birth from the mud]. In this way 
the conventional meaning (lotus) is accompanied by a derived 
meaning (born in the mud). Thus pankaja is a yoga-riidha word 
because by the power of assignation created by the Supreme 
Lord, one remembers only a lotus when one hears the word 
pankaja. 


However, when somebody says something like “The difficulty 
in traversing the path originates from the mud (panka-ja),” 
then by figurative usage the word panka-ja is understood to 
mean panka-krta (is caused by the mud). In reality, however, 
the word pankaja refers to a lotus.” 


39 According to Kavi Karnapiira, the word pankaja is only mukhya (literal) 
when it is used in the yoga-riidha meaning of “lotus.” However, when it is used 
in the mere yaugika meaning “born in the mud,” as shown in the last sentence, 
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Examples of ridha words are mandapa (pavilion) and so on. 
Unlike a lotus, which is the doer of being born (fa) in the mud 
(panka), a particular pavilion is not the doer of the action of 
drinking (pa) liquor (manda). Thus mandapa is a conventional 
word (riidha), since only “pavilion” is understood, even without 
a derived meaning. 


In the phrase karmani kusalah (expert in work), the word 
kusala is not laksanika (figurative), because the word kusala has 
many meanings: kusalah kseme punye ca Siksite, “KuSala means 
security (ksema), auspicious (punya), and learned (Siksita).” 
Here “learned” (siksita) means expert (nipuna). Therefore, in 
that phrase the word kusala is mukhya (literal). 


In the same way, the word mandapa is mukhya when, due to 
being a ridha word, it refers to a pavilion. But when someone 
says: mandapam bhojayata (feed the drinker of liquor), then 
the word mandapa, due to being mentioned along with another 
word (the verb bhojayata), is laksanika in that it refers to the 
doer of the action of drinking liquor.” 


then it is /aksanika (figurative) because conventionally pankaja means lotus. 
Other rhetoricians do not agree with this because by definition a /aksanika word 
is a word whose literal meaning does not make sense (2.17). A riidha word is a 
laksanika word that has become literal because of common usage: It is listed in 
that meaning in a dictionary. 

40 Mammata gives karmani kusalah as an example of conventional figurative 
usage. He says the literal meaning of kusala, “gatherer of kusa grass” (kusala = 
kusan lati), is incompatible with the sense of “work” (karma), and so the hearer 
must resort to the figurative meaning of kusala, “expert,” which is connected with 
the literal meaning “gatherer of kusa grass” through the relation of similarity in 
terms of being discriminative (which the gatherer of kusa grass must be, or else 
he could not tell one kind of grass from another). Kavi Karnapira and others 
disagree with Mammata because the meaning “expert” is a dictionary meaning of 
the word kusala. Thus the derived meaning is not necessarily the literal meaning 
of the word. Kavi Karnapira’s definition of kusala is a rendering of Amara-kosa’s 
statement: paryapti-ksema-punyesu kusalam siksite trisu (3.3.203). 

41 Other rhetoricians do not agree with this. 
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An example of a yaugika word is dditeya (son of Aditi). It is 
formed by applying the suffix dha/k] after the word aditi in the 
sense of “son of Aditi”. Thus it only has a derived meaning. But 
when the derivation takes place with the different patronymical 
suffix /n/ya, then the word dditya (son of Aditi), though listed as 
a synonym of deva (demigod) (Amara-kosa 1.1.8), actually refers 
to a particular demigod (Surya) (Amara-kosa 1.3.28), therefore 
on the strength of this understanding, dditya is actually a yoga- 
ridha word. 


2.11 
svartha-dravya-linga-sankhya-karmddy-atmakah — pancakah 
pratipadikarthah.  prakrti-saktih — prakrty-artha-pard. — sup- 
pratyaya-saktih | sankhya-karakatvoparakta-prakrty-artha-para. 
tin-saktih sankhya-kartr-karma-bhavoparakta-vartamanddi-kala- 
para. upasargad dyotakad dhatv-artha-bhedakah. yatha samharah, 
abhiharah, viharah, aharah, militva samabhivyaharah. evam 
krt-taddhita-pratyayav api purva-vat. pratyekam sitra-karanat 
sarvatra yogena mukhya evarthah. “unddayo bahulam” iti bahula- 
grahanat prayaso na yogarthah. tena gacchatiti “gamer doh” iti 
krte do-pratyaye “gauh Sete” ity atrapi mukhyartha-badhe laksana 
eva syat, tenonadi-pratyaye na yogarthah, api tu rudha evarthah. 
sa ca mukhya eva na laksanikah. 


Svartha, dravya, linga, sankhyad, and karma-adi—these five 
are the meanings of a nominal base.” The power of the word 
base (nominal base or verbal root) is mostly the meaning of 
the word base (as contrasted with the sound). The power of 
the nominal suffix is mostly the number, the meaning of the 
word base and its particular kadraka relationship (the relation 


42 Svartha means a modifier (visesana) which is either a category (jdti), a 
quality (guna) or an action (kriya). Dravya (person or object) means a substantive 
(main noun) (visesya). Linga is the gender. Sankhya is the number. Karmddi refers 
to the karakas (something that has a relation with the verb) (Karta, karma, karana, 
sampradana, apddana, and adhikarana). The traditional term karmddi means 
“karmani prayoga (the passive voice) and so on,” but it does not exclude kartari 
prayoga (the active voice). For example, Jiva Gosvami, commenting on his siitra: 
tanah karmadau ca, gives examples in kartari prayoga also (HNV 912 vrtti). 
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with the verb). The power of the verbal suffix is mostly the 
number, the time (present tense and so on) and the mode: 
karta (active voice), karma (passive voice), or bhava (passive 
impersonal). A verbal prefix, being suggestive in nature, brings 
out various meanings of a verbal root. For example, samharah 
(accumulation, collection), abhiharah (bringing; mingling 
together), viharah (arrangement, distribution, disposition), 
and dharah (fetching, procuring) join together to become 
samabhivyaharah (mentioning together). 


Krdantas (nouns formed by adding a fy;t suffix after a verbal 
root) and taddhitas (nouns formed by adding a taddhita suffix 
after a nominal base) are like the first kind (they relate to the 
meaning of the nominal base). They are formed by derivation, 
since each Art suffix and taddhita suffix is ordained in a rule, 
and therefore their derived meaning is their literal meaning. 


However, due to the word bahula in un-addayo bahulam, “The 
suffixes beginning from u/n/ are variously applied” (Astadhyayi 
3.3.1), for the most part the wnddi suffixes are not considered 
words that have a derived meaning. For example, technically 
the word go is formed by applying the undadi suffix /d/o after 
the verbal root gam in the sense of “that which goes” by gamer 
doh (Unddi-sitra 2.67). However, if this sense of the word were 
used in a sentence such as: gauh Sete, “that which is going is 
sleeping,” then a figurative meaning would have to be used 
since the literal meaning does not make sense. Therefore the 
undadis do not have a derived meaning (yaugika) (e.g., go = that 
which goes), rather they have a conventional meaning (riidha) 
(go = cow or bull). A conventional meaning is mukhya, not 
laksanika. 


COMMENTARY 
Most of the words made with an unddi suffix are yoga-rudha words. 
The meaning of go as “cow” or “bull” is sourced in dictionaries. 
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2.12 

samasa-saktis ca vividha. tatha hi bahuvriher anya-padarthe 
Saktih, sa ca dvedha—tad-guna-samvijnana-rupa, tad-itaras ca. 
uttara-padartha-pradhanad karmadharayasya, uttara-padartha- 
pradhana  tatpurusasya. avyayamsa-pradhanavyayi-bhavasya, 
nan-artha-pradhana nan-tatpurusasya, pratyeka-pada-pradhana 
dvandvasya. tatra sahitya-pradhanye samahare ekatvam, yatha— 
dhavasvakarnam. sahityasraya-pradhanye itaretara-yoge dvitva- 
bahutve dhava-khadirav ity atra dhava-sahitvavan khadirah, 
khadira-sahityavan dhava iti sahitye ‘pi dvayoh pradhanyad 
dvi-vacanam eva. evam dhava-khadira-palasa ity atra bahu- 
vacanam eva. sahitya-milake dvitvadau vibhaktir na pratyekam 
dvitvadikam bodhayati. dhava-khadirau pasyeti kriyd tu pratyekam 
sambadhyate. eka-sesesu tu laksanaiva—pitarav ity ekasya pitr- 
dvayanvayabhavat pitr-matardv eva laksyete, pitr-sabdasya 
janakartha-matra-smrteh. 


Moreover, the type of power in a compound depends on the 
kind of compound. For example, the power of a bahuvrthi 
compound is mostly the other thing outside the compound 
(since a bahuvrihi is an adjective); the power of a bahuvrthi has 
two categories: a perception of the quality of the other thing 
(tad-guna-samvijidna) and a nonperception of the quality of 
the other thing (atad-guna-samvijnana).* 


The power of a karma-dharaya compound is mostly the 
meaning of the last word. The power of a tatpurusa compound 
is mostly the meaning of the last word. The power of an avyayi- 
bhava compound is mostly the first word. The power of a na- 
tatpurusa compound is mostly the meaning of the word na/n] 


43 Jiva Gosvami explains that the first kind occurs when the thing mentioned in 
the compound is in contact with the other thing (the main noun), and the second 
kind is when the thing mentioned in the compound is not in contact with the other 
thing. An example of the first kind is: dhrta-krsna-nirmalyam danaya, “Bring [him] 
who is wearing Krsna’s garland,” and an example of the second kind is: drsta- 
krsnam danaya, “Bring [him] who saw Krsna” (HNV Brhat vrtti 1787). In the first 
example, the thing mentioned in the compound, namely kysna-nirmdlya (Krsna’s 
garland), is in contact with the other thing, namely the devotee (him). 
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(the negative particle). The power of a dvandva compound is 
each individual word. In that regard, in a samahara-dvandva, 
the words as a whole are the power, and so the singular is 
used. For example: dhavasvakarnam (the dhava tree and the 
aSvakarna tree). In an itaretara-yoga-dvandva, however, the 
individual members of the group are the power and thus the 
dual or plural is used. For example, in dhava-khadirau (the 
dhava tree and the khadira tree) the dual is used, and in dhava- 
khadira-palasah (the dhava tree, the khadira tree, and the 
palasa tree) the plural is used. When the individual members of 
the group are the power, the dual or the plural does not signify 
that there is only one thing of each kind. But in dhava-khadirau 
pasya (look at the dhava tree and the khadira tree), the verb 
pasya (look) is connected to each individual member. 


However, in an eka-sesa compound, like pitarau, there is 
figurative usage (Jaksand-vrtti). Since the word pitr makes one 
remember only the meaning “father” and since it is impossible 
for one person to have two fathers, by figurative usage the 
meaning that comes to mind is: pitr-matarau (the father and 
the mother). 


COMMENTARY 
The notions of the specific potency of suffixes, compounds, and so 
forth are useful in the analysis of an implied sense. They will be 
referred to as suggestive padamsas (aspects of a word) (3.46). 


2.13 

vacako ’pi Sabdah samasa-sad-bhave sati laksaniko bhavati. dhi- 
vara iti kaivarta-vacakah sabdah, dhiya vara iti trttya-tatpurusa- 
samasena su-buddhih pratipddyate. tatra tu laksanaiva. evam 
sarvatra laksana boddhavya, din-matram udahrtam. yaugikas tu 
Sabdah siddhah sadhyas ca. siddhas tu vadsudevadayah. sadhya 
vaktr-svecchaya klpta Gnakadundubhi-nandandadayah. te ca purva- 
pada-parivrtti-sahah, uttara-pada-parivrtti-sahah, ubhaya-pada- 
parivrtti-sahas ca. vasudeva-nandana iti purva-padasya parivrttih, 
anakadundubhi-suta iti para-padasya, sura-suta-putra ity ubhaya- 
padasya. evam unneyam. kvacid ubhaya-padaparivrttih, pattra- 
ratho garut-man go-sankhya ity-adi. 
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Even a mukhya word becomes /dksanika when analyzed as a 
compound. For instance, the word dhivarah literally means 
“fisherman.” However, the meaning “one whose intelligence 
is excellent” that comes from analyzing dhi-varah as a trtiya- 
tatpurusa compound meaning dhiyad varah (excellent on 
account of intelligence) is figurative. Laksand-vrtti should be 
understood in all such instances. I have merely illustrated the 
modus operandi.“ 


There are two kinds of yaugika words: existing and made-up. 
Examples of existing words are vasudeva and so on. Made- 
up words are words created in accordance with the speaker’s 
desire. Examples of made-up words are dnakadundubhi- 
nandana and so on. 


Yaugika compounds have three more categories: (1) The first 
word can be changed, (2) The second word can be changed, 
and (3) Both words can be changed. For example, in vasudeva- 
nandana, the first word can be changed for a synonym, such 
as govinda; in Gnakadundubhi-suta, the second word can be 
changed for a synonym, such as tanaya; and in Sirasuta-putra 
(the son of the son of Sirasena), both words can be changed. 


Things should be inferred in this way. Sometimes the words in 
a yaugika compound cannot be changed. Examples are pattra- 
ratha (bird, “its vehicle is wings”), garutman (Garuda, “he has 
wings”), go-sankhya (cowherd, “one who counts cows”), and 
so on. 


COMMENTARY 
Visvanatha Cakravartt elucidates: Vasudeva-nandana means 
vasudevam dnandayati, “He who gives pleasure to Vasudeva.” Here 
only the word vasudeva, not the word nandana, can be changed, 


44 Visvanatha Cakravarti: The word dhivara is a rudha word meaning 
“fisherman.” The other meaning that is achieved by breaking up the parts of the 
word (dhi-vara) is not the dictionary meaning. Thus the same principle that was 
discussed regarding the word mandapa applies here also. 
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because if we say vasudeva-putra we can no longer perceive the act 
of giving of pleasure to Vasudeva (since the word nandana has a 
double meaning). Regarding Gnakadundubhi-suta, when Vasudeva 
was born the gods beat kettledrums, indicating the upcoming 
Descent of the Lord. Therefore the word adnakadundubhi, which 
expresses this meaning, cannot be changed (Gnakadundubhi is a 
suggestive word, and the implied sense would be lost by replacing 
anakadundubhi with a synonym). However, the word suta (son) 
can be changed. Similarly, in sirasuta-putra, the word sira-suta 
can be changed [for a synonym such as Sauri] and the word putra 
(son) can be changed [for a synonym such as suta or tanaya]. 
Further, only the word pattra-ratha expresses a bird. The words 
dala-ratha or patra-syandana do not. Only the word garutman 
refers to Garuda. The words paksavan or garul-la, which is formed 
with the possessive taddhita suffix la, do not. Similarly, only the 
word go-sankhya refers to a cowherd. The words dhenu-sankhya 
and go-sankhydana do not. 


2.14 
mukhyo laksaniko vyanjaka iti ye tri-vidhah purvoktas te punar api 
laksayisyamandd vrtti-trayad dhetor iha prasttiyante, 
Actually the three kinds of words described earlier (mukhya, 
laksanika, and vyanjaka) (2.8) are being discussed here because 
of the three literary functions, defined as follows: 


vrtti-trayat punas tredha (7a) 


There are three kinds of words because of the three rhetorical 
functions (modes of meaning). 


te Sabda iti gamyam. 
The words te sabdah (those words) are understood here. 


215 
vrttayas tv abhidhadayah (7b) 


The rhetorical functions are abhidhd and so on. 
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vrtti-trayam tu—abhidhd, laksand, vyanjaneti, abhidhaiva saktih. 


The three functions are: abhidha (Denotation), laksana 
(Indication, figurative usage), and vyafjand (Suggestiveness). 
Only abhidha is also called sakti (power). 


COMMENTARY 

Abhidhad-vrtti governs a literally expressive word (mukhya or 
vacaka); laksand-vrtti governs an indirectly expressive word 
(laksanika); and vyanjand-vrtti governs a suggestive word 
(vyanjaka). For instance, vyafjand is the rhetorical function that 
governs the suggestive word dnakadundubhi (2.13). This means 
Suggestiveness is the function by means of which an implied sense 
arises, since Denotation has already been used one time: At first, 
the word a@nakadundubhi is governed by abhidha, since it is a word 
that has a conventional meaning (riidha). 


Abhidha-vrtti is also called mukhya-vrtti. In Nyaya, Denotation is 
called sakti because the Logicians say the assignation of a word 
is only in the scope of the Lord’s will: asmat padat ayam artho 
boddhavya itisvara-sanketah saktih (Tarka-sangraha 7.1). 


2.16 
yasyoccarana-matrena sahajam yat pratiyate 
tasya tatra tu ya vrttih sabhidha (8abcd) 


yasya—of which word; wuccdrana-matrena—by the mere 
pronunciation; sahajam—naturally; yat—which object; pratiyate— 
is perceived; tasya—of that word; tatra—to that object; tu—only; 
ya—which; vrttih—reference (mode of existence; rhetorical 
function); sa—that; abhidha—called abhidha. 


The rhetorical function in the scope of which a word only refers 
to that which is perceived naturally by the mere pronunciation 
of the word is called abhidha. 
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yatha go-sabdasya sasnadimati prdani-visese vrttih. sa na vyaktau 
api tu jatau. vyaktau cet tarhi go-visesa eva pratipddyate, na 
tu go-matram. jdtau cet tarhi vyavaharanupapattih, ato jaty- 
aksipta-vyaktav eva, na tu tatra tatra laksana, aksepa-labhyatvat, 
avinabhavo hy aksepah. 


For example, the word go (cow) refers to the particular living 
entity that possesses a dewlap and so on. At first the word 
refers to the category, not to the individual, otherwise the word 
go would only refer to one particular cow and not to a cow in 
general. If the reference were exclusively to the category, then 
there would be lack of practicality. Therefore the reference is 
to the individual automatically indicated by the category. It is 
not that such a reference is figurative, because it is obtained by 
aksepa. Aksepa is avind-bhava (invariable concomitance). 


COMMENTARY 

The difference between dravya and vyakti is further illustrated as 
follows: If a person who was given the name Dittha was so called 
without the understanding that he is a unique entity (dravya), then 
any other individual (vyakti) (person, thing, quality, or action) 
could be called by the same name and there would be no fault in 
that. The same applies to the difference between guna (quality) and 
vyakti (individual quality) and between kriyd (action) and vyakti 
(individual action). Thus a word never directly refers to a vyakti. 


2.17 
laksana punah (8d) 
mukhyartha-badhe sakyasya 
sambandhe yanya-dhir bhavet (Yab) 


laksanad—called laksana; punah—furthermore; mukhya-artha—of 
the literal meaning; badhe—when there is blockage; sakyasya— 
of the literal meaning (Ssakya = vdcya); sambandhe—when there 
is a connection; ya—which; anya-dhih—understanding of another 
meaning; bhavet—is. 
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Laksana (indication; figurative usage) is the rhetorical function 
which causes the understanding of another meaning connected 
with the literal meaning when the literal meaning does not 
make sense. 


“gangayam ghosah” ity aptoktau kascit paramrsati—gangayam 
ghosanvayabhavad ghosa-sabdo ‘tra dhvany-arthah, na_ tv 
abhira-pally-arthah. tatah prativasatiti srute gangda-sabdo va sva- 
sambandhi-tiram abhidhatte, ghosa-sabdo va sva-sambandhinam 
pratibimbam abhidhatte. ubhayor eva laksanikatvam sambhavyate. 
tad atra neyam ridhi-laksand, api tu prayojanavati laksanaiva. 
yad ayam asranto vaktda, tat prayojanam eva vicaryam. yadi 
ganga-sabdas tatam laksayati, tada tasya Saitya-pavanatvadikam 
eva prayojanam. yadi va  ghosa-sabdah  sva-pratibimbam 
laksayati, tadapi ghosasya tat-tira-naikatyatisaya-pratipaddanena 
tad eva tira-gatam Saitya-pavandditvam, adhikam ca ganga- 
jalasya_ svacchatvam. tenddhika-prayojana-labhe ghosa-sabda 
eva laksanika iti paramarsdnantaram punas tam Gnayeti srute 
gangd-sabda eva laksaniko na_ ghosa-sabda iti niscinvan, 
“ghosah prativasati, tam Anaya” ity ukte nanvaya-badhas tena 
vakye na laksana, api tu ganga-sabda eveti vyutpdadyate. iyam tu 
laksana jahat-svarthapi sva-sambandha-matrena svavina-bhava- 
pratipadayitri.® “kuntah pravisanti’ ity-ddav ajahat-svarthda, 
kunta-dharitvena kunta-sahita-pravesat. “Sono dhavati” ity atra 
na laksana “kvacid guna-vacanadn matupo lug istah” iti luptenapi 
matupa mukhyartha evabhidhiyate. “chatrino gacchanti” iti 
samuharthe laksand, sarvesam chatritvenanvayabhavat. “ratho 
gacchati” ity atra jahad-ajahat-svartha, svakarsaka-gamanena 
Sakya-sambandhat sva-kartrka-gamanadbhavad amsato jahat- 
svartha gamanamsendjahat-svartha. kecid akhyatasya prayatna- 
vacakatvad acetane tad-abhavat, vyapare laksanam pathanti, 


45 Here avind-bhava does not mean vydapti (Gksepa) (invariable 
concomitance), rather in this context it means sambandha, like the word 
avina-bhita cited in text 2.19, on which Mammata comments: avind- 
bhavo tra sambandha-matram na tu nantariyakatvam (Kavya-prakasa 
2.12). Or else Kavi Karnapira uses the above term avinad-bhava in the 
sense of Indication, like the usage of the word aksepa in text 2.25. 
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kecid akhyatasyanukila-vyapara-pradhanatayad cetandcetanayor 
dhatv-arthanukila-vyaparasya sattvad akhydta-prayogo mukhya 
eveti. “mancah krosanti” ity atra sva-sambandha-matrena jahat- 
svarthaiva, neyam prayojanavati, na va riidhi-laksana. 


For example, when a trustworthy person says gangdyam ghosah 
(the cowherd settlement on the Ganges), someone might think: 
“Here the word ghosa must refer to a sound and not to a cowherd 
settlement, because there cannot possibly be a settlement on the 
river Ganges.” Then, when that person hears the trustworthy 
person say: prativasati (gangadyam ghosah prativasati, “The 
cowherd settlement abides on the Ganges”), he thinks: “Either 
the word ganga refers to the shore connected with the Ganges 
or the word ghosa refers to the reflection connected with the 
settlement. Either word could be /aksanika. Therefore in this 
instance the figurative usage is not conventional figurative 
usage but purposeful figurative usage. Since the speaker is not 
tired, a purpose, an implied sense, must be understood. If the 
word ganga figuratively refers to the shore of the Ganges, the 
purpose is to demonstrate the shore’s coolness, purity, and so 
on. But if the word ghosa figuratively refers to the reflection of 
the cowherd settlement, then the purpose is to describe the same 
coolness, purity, and so on of the shore, since the settlement is 
described as being very close to the shore, but additionally the 
purpose is to describe the clearness of the water of the Ganges. 
Therefore, due to the obtainment of an additional purpose, 
only the word ghosa is laksanika.” 


However, when that person, [wrongly] thinking like this, hears 
the sentence fam dnaya (bring it) (the settlement), he decides 
that only the word ganga and not the word ghosa (cowherd 
village) is /aksanika. Then, when he hears the sentence: ghosah 
prativasati, tam dnaya (the cowherd settlement abides; bring 
it), he rightly concludes that, since the literal meaning is not 
blocked, there is no figurative usage in this sentence. Rather, 
the literal meaning is blocked only when the word gangad is 
used, and so only the word ganga is laksanika. 
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However, this figurative usage (the word Ganges denotes the 
shore of the Ganges), although jahat-svartha (the figurative 
word loses its original meaning), conveys its necessary 
relationship merely by its connection with something related 
to it. 


In examples like Auntah pravisanti (the spears enter) the 
figurative usage is ajahat-svartha (the word does not lose its 
original meaning), because the spearmen enter along with the 
spears since they are holding the spears.” 


However, there is no figurative usage in Sono dhavati (the red 
runs) because the meaning is already literally expressed by the 
suffix matfup], although mat{up] is deleted by the rule: kvacid 
guna-vacanan matupo lug istah, “Sometimes mat[up] is deleted 
when it comes after a word expressing a quality” (Varttika on 
Astadhyayi 5.2.94).* 


46 Inall instances of Indication, the connection between the main meaning and 
the figurative sense must be accounted for. In text 2.19, Kavi Karnaptira expounds 
upon the connection that explains why the word Ganges here figuratively means 
shore. 

47 The literal meaning “spear” does not make sense, since an inanimate object 
like a spear cannot enter by itself. Therefore the word kunta figuratively means 
kunta-visista-purusa “a person characterized by a spear.” According to Visvanatha 
Kaviraja, this is purposeful figurative usage, and the purpose is to demonstrate the 
extreme denseness of the spears (the spears are arranged in such a tight formation 
that there is practically no space between them): kuntadinaém atigahanatvam 
prayojanam (Sahitya-darpana 2.6). 

48 Visvanatha Kaviraja says qualities (guna) such as redness and whiteness in the 
examples sono dhavati (the red runs) and sveto dhavati (the white runs) figuratively 
refer to the possessor of the quality (guna-visista), i.e. the red horse and the white 
horse, and is taken as conventional figurative usage by default, insofar as it is not 
purposeful: ridhav upddana-laksand, yatha “sveto dhavati”. prayojane, yatha 
“kuntah pravisanti”. anayor hi svetadibhir kuntadibhis cacetanataya kevalair 
dhavana-pravesana-kriyayoh kartrtayanvayam alabhamanair etat-siddhaye sva- 
sambandhino ’svadayah purusddayas caksipyante. purvatra prayojanabhavad 
rudhih (Sahitya-darpana 2.6). But Kavi Karnapiira says such examples are not 
figurative usage, since the possessor of the quality is already literally expressed by 
the deleted suffix matfup]. Arguably, the suffix mat{up] does not tell us whether 
the possessor of the quality is a horse, a man, and so on: It is known by convention. 
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In the example chatrino gacchanti (the persons with umbrellas 
are going), the word chatrinah figuratively refers to a crowd 
of people [primarily consisting of persons holding umbrellas] 
inasmuch as perhaps not everyone among them has an 
umbrella.” 


In the example ratho gacchati (the chariot moves), the figurative 
usage is jahad-ajahat-svartha. In other words it is partially 
jahat-svartha (i.e. the chariot indicates the horse that pulls it) 
because of the impossibility of the chariot’s moving by itself 
and because there is a connection with the literal meaning due 
to the movement of the puller of the chariot, and it is partially 
ajahat-svartha on account of the movement (the sense of 
“moves” is unchanged).”° 


In this matter, others say the figurative usage relates to an 
intermediate activity (vyadpdra), since a verb expresses effort 
and since effort cannot exist in an inanimate object.*! 


Yet others say the use of the verb is literal, since the verb is 
based on favorable operations and both the animate and the 
inanimate object have operations favorable for achieving the 
meaning of the verbal root (movement). 


49 Visvanatha Cakravarti: This is another example of figurative usage which is 
ajahat-svartha (the word does not lose its original meaning). 

50 Visvanatha Cakravarti: Here the word ratha, which literally means chariot, 
is figuratively used to refer to the puller of the chariot, the horse. And the verbal 
root gam/I] (in the verb gacchati) which expresses the category of non-specific 
movement is figuratively used to refer to the specific movement of the chariot. 
Thus the meaning of “chariot” is lost but the meaning of “movement” is not. 

51 Visvanatha Cakravartt: Here the vydapdra is the chariot’s connection with its 
puller, a connection favorable for attaining the result of the chariot’s movement. 
Thus the chariot is the basis (asraya) of the operation (vyapdra) that is favorable 
for attaining the desired result, movement. 

52 Visvanatha Cakravarti: The favorable operation (vydpara) of the animate 
doer (Karta), the puller, is the effort, and the favorable operation (vyapara) of the 
inanimate doer, the chariot, is the connection with the puller (Subodhini). For the 
chariot to move, both the chariot has to be connected with the horse and the horse 
has to make the effort to pull. 
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In the example maficah kroSanti (the beds scream), the figurative 
usage is certainly jahat-svartha on account of the babies’ mere 
connection with the beds, but it is neither purposeful nor 
conventional. 


COMMENTARY 

The rule, cited below, that Indication must be either purposeful 
or conventional only applies to poetics. Further, commenting 
on Vidyanatha’s Pratapa-rudriya, instead of jahat-svartha and 
ajahat-svartha, Kumara Svami uses the terms jahad-vacya, “[the 
function] in which the literal meaning goes away” and ajahad- 
vacya: ata eva sadrsya-nibandhana sambandha-nibandhana ceti 
dvi-vidha laksana. sambandha-nibandhana jahad-vacya ajahad- 
vacya ceti dvi-vidha. (Ratnapana 2.5). 


2.18 
rudhya prayojanenapi sa dvidha (9cd) 


Laksanda is based on either a convention or a purpose. Thus 
there are two kinds of laksand: riidhi-laksana (conventional 
figurative usage) and prayojanavatt laksanad (purposeful 
figurative usage). 


sd@ laksana dvidha bhavatity arthah. “visvaksena” ity-ddau visitct 
sena yasyeti bahutara-senavati mahd-rajaddau vyutpannatve ‘pi 
saktya bhagavaty api bhagavad-bhakta-visese eva rudhih. 


Sa dvidha means “Laksana@ has two varieties.” The word 
Visvaksena is an example of conventional figurative usage. 
Although in terms of its derived meaning, visiici send yasya 
(one whose army is everywhere), it refers to a great king who 
possesses a vast army and by dictionary meaning it refers to the 
Lord, by conventional figurative usage it refers to a particular 
devotee of the Lord. 


COMMENTARY 
From the viewpoint of abhidhd, visvaksena is a yoga-ridha word: 
In terms of the derived meaning, it refers to a great king, whereas 
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in terms of a conventional, dictionary meaning it refers to the Lord: 
visvakseno janardanah (Amara-kosa 1.1.19). Lord Visvaksena 
took birth from Vistict (Bhadgavatam 8.13.23). Thus by the maxim 
yogad ridhir baliyasi (a conventional meaning is stronger than the 
etymological meaning), the word visvaksena primarily refers to 
the Lord. By conventional figurative usage, however, it refers to 
a particular devotee of the Lord named Visvaksena (Bhadgavatam 
5.20.40; 8.21.16; 12.11.20). 


2.19 
“gangayam ghosah prativasati” ity-adau prayojanam, tat tu 
Saitva-pavanatvadi. ata uktam: “abhidheyavind-bhiita-pratitir 
laksanocyate, laksyamana-gunair yogad vrtter ista tu gaunata” 
iti. “vyangyena rahita riidhau sahita tu prayojane” iti vacanad 
vyangya-sahita prayojanavati laksanaiva prayojika, na ridhi- 
laksana. 


The sentence gangayam ghosah prativasati (the cowherd village 
is on the Ganges) (2.17) is an example of prayojanavati laksana 
(purposeful figurative usage): The purpose is to demonstrate 
the coolness, purity, and so on, in the cowherd settlement. 
Therefore it is said: “Laksand is the understanding of something 
necessarily connected with the thing being literally expressed. 
Gauni vrtti is so named because of the connection with certain 
implied qualities (gunas)” (Tantra-varttika, by Kumiarila 
Bhatta). 


Moreover, according to this statement: vyangyena rahita 
ridhau sahita tu prayojane, “In conventional figurative usage, 
laksanda has no implied sense, but in purposeful figurative usage 
it has an implied sense” (Kavya-prakasa 2.13), only purposeful 
figurative usage has an implied sense. There is no implied sense 
involved in conventional figurative usage. 


COMMENTARY 
The purport of the first paragraph is that in Kavi Karnapiira’s 
methodology, the example “the cowherd settlement on the Ganges” 
is a form of gauni-vrtti (qualitative figurative usage): The Ganges 
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imparts its qualities of coolness and purity to its shore. Kavi 
Karnaptira makes this clear in his elaboration on text 2.25. All other 
rhetoricians, including Mammata,* Visvanatha Kaviraja,* and 
Patanyjali,°° say the connection between the Ganges and its shore 
is “proximity”. Kavi Karnapiira says all instances of Exclusive 
Indication (jahat-svartha) involve gauni-vrtti (2.25), whereas other 
rhetoricians do not mix Exclusive Indication and gauni-vrtti. Kavi 
Karnapira thus draws a line between ordinary figurative usage and 
literary figurative usage. 


Visvanatha Kaviraja expounds the current topic: gangd-tate ghosa 
iti pratipadandlabhyasya_ Ssitatva-pavanatvatisayasya bodhana- 
rupam prayojanam, “In this example, the purpose is to make one 
understand the profuseness of coolness and purity. The idea of 
such a profuseness is not achieved by the wording: “The cowherd 
settlement is on the shore of the Ganges” (Sahitya-darpana 2.5). 


2.20 
bhidyate ca sa (9d) 


bhidyate—is subdivided; ca—also; sa—that (indication). 
There are many kinds of purposeful figurative usage. 
prayojanavati laksana bhidyate, vividha bhavatity arthah. 
This means purposeful Indication is diverse. 


2.21 
saropa saropyamana 
aropa-visayo "pica (9ef) 
yatra vyaktau (10a) 


53 gangadinam — ghosddy-addharatvasambhavat  mukhyarthasya — badhe 
vivecakatvadau samipye ca sambandhe (Kavya-prakasa 2.9). 

54 “gangayam ghosah” ity-ddau gangddi-sabdo jala-mayadi-ripartha- 
vacakatvat prakrte sambhavan svasya samipyadi-sambandhinam tatadim 
bodhayati (Sahitya-darpana 2.5). 

55 tat-samipydd gangayam ghosah (Maha-bhasya 4.1.48). 
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sa-dGropa—is called saropa (“with a superimposition”); sa@— 
that (prayojanavati laksanad); Gropyamanah—the thing being 
superimposed; dropa-visayah—the object upon which something 
is superimposed; api—also; ca—and; yatra—where; vyaktau—are 
clear. 


In purposeful figurative usage, when both the thing being 
superimposed (adropyamdana) (standard of comparison) and the 
thing upon which it is superimposed (Gropa-visaya) (subject of 
the comparison) are clear, it is called sa@ropa laksand (Indication 
with a superimposition). 


yatra laksanayam Gropyamana Gropa-visayas ca sphutau, sa 
sdropa. yatha “amrtam sri-krsna-guna-sravanam.” atramrtam 
aropyamadno guna-sravanam Gropa-visayo dvav eva sphutau. 
“gaur bahikah” ity anye. 


For example, in amrtam Ssri-krsna-guna-sravanam, “Hearing 
about Sri Krsna’s qualities is nectar,” the aropyamdana, the 
nectar, and the dropa-visaya, the hearing of Krsna’s qualities, 
are clear. Others give the example gaur bahikah, “The outsider 
is an Ox.” 


COMMENTARY 
Saropa laksand is an ordinary metaphor. A literary metaphor is a 
striking saropd laksand. In the chapter on ornaments of meaning (8), 
the Gropyamana is called upamana (standard of comparison), and 
the Gropa-visaya is termed upameya (subject of the comparison). 
In the example “The outsider is an ox,” the ox is the standard of 
comparison. An ox is figuratively superimposed unto the outsider. 


Visvanatha Cakravartl comments: bahis tisthatiti aunddika- 
pratyayad gramasyante-sthita-nica-jatir bahikah, sa tu gaur, go- 
sadrsah, “The word bahika is formed with the suffix tka/k/ in the 
sense of bahis tisthati (one who stands outside) (Varttika 4.1.85) 
and refers to a low class man who stays on the outskirts of a village. 
The words gaur bahikah mean go-sadrso bahikah (the outsider is 
similar to an ox)” (Subodhini). 
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In every instance, the purpose (implied sense) of purposeful 
figurative usage needs to be understood. Here the purpose is to 
indicate the qualities of dullness (ja@dya), slowness (mdndya), and 
so forth, in the outsider.*° According to Jiva Gosvami, the purpose 
is to make one perceive that the outsider is utterly ignorant and 
so on: yatha gaur bahikah, ajnatvady-atisaya-bodhanam atra 
prayojanam (Sarva-samvadini 11.49 of Tattva-sandarbha). 


2.22 
adinantar-nigirne carame sati 
bhavet sadhyavasana sa (\10abc) 


adina—by the first one (the dropyamdna); antar-nigirne— 
swallowed up; carame—when the last one (the aropa-visaya); 
sati—is; bhavet—is; sa-adhyavasana—called sadhyavasana (“with 
a termination [of the aropa-visaya]”); sa—that (saropda laksanda). 


Saropa laksana is called sadhyavasana laksana (Indication 
with an introsusception) when the dropa-visaya (subject of 
comparison) is swallowed up by the dropyamana (standard of 
comparison). 


sd saropad sadhyavasanad bhavet, adina aropyamanena carame 
aropa-visaye ‘ntar-nigirne sati. yatha “amrtam evedam” ity 
aropyamanenadmrtena  guna-sravanam  aropa-visayo — ’ntar- 
nigirnah. “gaur evayam” ity eke. 


For example, in amrtam evedam (“the nectar”), the adropa- 
visaya, the hearing of Krgsna’s qualities, is swallowed up by the 
aropyamana, the nectar. Others give the example: gaur evdyam 
(“the ox”). 


COMMENTARY 
Indication with an introsusception (sadhyavasand laksand) 


56 Nagesa Bhatta comments on the corresponding section in Kavya-prakasa: 
laksanaya bahika-riupartha-pratipadena tu laksanayopasthitam go-vrtti-jadyadi 
tatha pravrtti-nimittam (Uddyota 2.11). 
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is the prototype of the first variety of the atisayokti ornament 
(introsusception) (8. 114-115). InSanskrit poetics, anintrosusception 
is not classed as a metaphor. 


The term adhyavasana has a peculiar sense in poetics 
(introsusception). Visvanatha Cakravartt equates saropa with a 
perception of nondifference (abheda-pratiti) and sadhyavasana 
with a negation (nisedha) of the dropa-visaya.*’ Commenting on 
Kavya-prakasa, Govinda Thakkura says adhyavasdana signifies 
a disappearance, i.e. the Gropa-visaya was made to disappear 
by the Gropyamana.** Mukula Bhatta, who introduced the term 
adhyavasdna in poetics, says adhyavasdna means the subject of 
the comparison has merged into the standard of comparison.*? 
This is an intussusception (introsusception): In English, the 
word introsusception is used in the sense of “a taking within’. 
Similarly, Mammata, Visvanatha Kaviraja and Kavi Karnapira say 
the subject of the comparison was swallowed by the standard of 
comparison. By contrast, a sentence like “That’s the nectar” is only 
a metaphor (saropa) because the pronoun ‘that’ denotes the subject 
of the comparison and has not been obliterated from the perception. 


2.23 
bhide dve dvi-vidhe ime (10d) 
gaune suddhe ca sadrsyat 
sambandhantarato ‘pica (11ab) 


57 antar-nigirne satiti nedam krsna-katha-sravanam, api tu amrtam eveti 
vakye, eva-karena krsna-katha-sravanasya nisedhe satity arthah. saropa-sthale tv 
amrta-krsna-katha-sravanayor abheda-pratitya dvayor eva vakye pravesah, na tu 
sadhyavasana-sthale ivaparasya nisedhah. ayam bahiko na bhavati, api tu gaur 
evety udaharanam bhakta-bhinnanam jieyam. (Subodhini) 

58  visayi-matram yatra nirdisyate na tu visayo ‘pi sa sadhyavasana, visayina 
visaya-tirobhavasyatradhyavasana-padarthatvat (Kavya-pradipa 2.11). 

59 yatra tipacaryamdna-visayasyopacaryamane ‘ntar-linataya vivaksitatvat 
svarupdpahnavah kriyate tatradhyavasanam. (Abhidha-vrtti-matrka 4-5) 

60 Ref.: ‘intussusception’ in Random House Webster s Unabridged Dictionary) 
(dictionary.com). 
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bhide—kinds; dve—two; dvi-vidhe—of two kinds; ime—these; 
gaune—qualitative; suddhe—pure (2.24); ca—and; sdadrsyat— 
because of similarity; sambandha-antaratah—because of some 
other kind of relationship; api—also; ca—and. 


Each of these two varieties (sdropd laksand and sddhyavasana 
laksanda) is subdivided in two kinds: (1) gauni (qualitative) when 
the superimposition is based on a relationship of similarity, and 
(2) Suddha (pure, devoid of gauni) when the superimposition is 
based on some other kind of relationship. 


etau bhedau sddrsyad gaunau, sambandhantaratah suddhau 
bhavata ity arthah. (This is the syntactical connection.) 


COMMENTARY 

Kavi Karnapira and other poetical theorists do not separate gauni- 
vrtti from laksand-vrtti. The Mimarmsakas who follow Prabhakara 
make such a differentiation.°' Jiva Gosvami does so as well: 
mukhyd-laksand-guna-bhedena tridha sabda-vrttih, “There are 
three rhetorical functions of words: mukhya-vrtti, laksand-vrtti, 
and guna-vrtti” (Sarva-samvddini 11.46 of Tattva-sandarbha). 
The term guna-vrtti is a synonym of gauni-vrtti (quality-based 
figurative usage). Jiva Gosvami also accepts vyanjana-vrtti.” 


2.24 
sddrsya-hetuka tukta sambandhantara-hetuka (11cd) 


sadrsya-hetuka—the laksana whose cause is similarity; tu—only; 
ukta—was said; sambandha-antara-hetukad—the laksand whose 
cause is a different kind of relation [is now going to be exemplified]. 


61 Narahari Sarasvatt Tirtha comments on Kdvya-prakasa: prabhdakaras tu 
laksana-vrtter gaunyas ca bhedam kurvanti tan-matam niradkurvan upacara- 
misram catur-bhedatvena nirupayitum aha saropeti (Bala-cittanuranyjini 2.11). 
62 vyanjanabhidha ca vrttir manyate. yatha gangayam ghosa ity ukte tan- 
nivasa-bhittasya tatasya sitalatva-pavanatvadikam gamyam ity-ddi. tad uktam, 
Sabda-buddhi-karmanam viramya vydaparabhava iti nayenabhidha-laksana- 
tatparyakhydasu... [Sahitya-darpana 2.19] (Sarva-samvadini 11.50 of Tattva- 
sandarbha). 
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Sdropa laksanaé and sddhyavasana laksana which are based 
on a relationship of similarity (the gauni variety) have been 
described (2.21-23). Now sdropd laksanad and sddhydvasana 
laksana which are based on a relation other than similarity are 
going to be illustrated. 


yatha— “bhagavad-bhaktir mahat-sangah, ” “bhagavad- 
bhaktir evayam.” atra karya-karana-bhava-sambandhah. “ayur 
ghrtam,” “ayur evedam” ity anye. kvacit tad-arthyad yatha— 
“krsna-sevartho vyaparah krsna-seva.”’ kvacit sva-svami-bhava- 
sambandhdad yatha— “krsnasya sakha krsnah.” kvacit tat-karmyad 
yatha—“krsno go-pdlanadd gopah.” sarvatra prayojanam, na 
rudhih. 


An example of suddha saropa laksana is: bhagavad-bhaktir 
mahat-sangah, “Associating with a great devotee is devotion to 
the Lord (the cause of devotion to the Lord).” An example of 
Suddha sadhyavasana laksana is bhagavad-bhaktir evayam, “The 
devotion to the Lord.” In these examples there is a relationship 
of cause and effect. Others give the examples ayur ghrtam (ghee 
is longevity, i.e. the cause of longevity) and ayur evedam (“the 
longevity”) respectively. 


Sometimes the figurative usage is based on a relationship 
of being for the sake of something else. For instance, an 
intermediate activity (eating, etc.) performed for the sake of 
serving Krsna is figuratively called service to Krsna. 


Sometimes the figurative usage is based on a relationship of sva- 
svami (master and servant, or owner and owned); for example, 
Krsna’s friend is figuratively called Krsna. 


Sometimes the figurative usage is based on a relationship 
of having that as one’s work; Krsna is figuratively called a 
cowherd because He protects cows. In all these examples, the 
figurative usage is purposeful, not conventional. 
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COMMENTARY 

Visvanatha Cakravarti expounds: In the first example, the figurative 
meaning is that associating with devotees is the cause of devotion 
to the Lord. The purpose of this figurative usage is to demonstrate 
the superexcellence in the matter of producing devotion to the 
Lord, “Nothing produces devotion to the Lord like associating 
with devotees.” Further, the words krsna-sevartho vyaparah krsna- 
seva in the elaboration signify: ayam vyaparah krsna-seva, “This 
intermediate activity is service to Krsna.” Krsna’s friend is Subala. 
The purpose in this case is to demonstrate the superexcellence of 
his friendship for Krsna exclusively. (Subodhini) 


Krsna is also the name of Arjuna, the son of Pandu, but as such 
the usage is conventional. Further, Krsna is figuratively called a 
cowherd because in truth He is God. Baladeva Vidyabhiisana says 
Krsna is figuratively called a Ksatriya for the same reason: “tsvaro 
‘pi ksatriyo ’sau.” atra tat-karma-naipunyam (Sahitya-kaumudt 
2.15). 


This is another instance of the cause-and-effect variety of figurative 
usage: kamsam ca rusitabravit, kim maya ksiptaya kamsa jdto 
yas tvam vadhisyati, sarvasva-bhito devandm asin mrtyuh pura 
sa te, “Yogamaya angrily addressed Karhsa: “Karhsa, what is 
the use of throwing me? He who will kill you, who is the all in 
all of the gods and who was your death in your previous life has 
taken birth.” (Visnu Purana 5.3.27-28). The Lord was Karhsa’s 
death, meaning He was the cause of Karhsa’s death. This is a pure 
introsusception (suddha sadhyavasana laksana). In Visvanatha 
Kaviraja’s methodology, adopted by Baladeva Vidyabhisana, this 
is also classed as the hetu ornament (the cause is portrayed as the 
effect). The implied sense is: Since the cause is supereminent, what 
can be said about it? 


2:25 
paraksepah sva-siddhy-artham parasmin sva-samarpanam 
yayos te laksane suddhe prag-upadana-laksane (12) 


para—of something else; aksepah—indication; sva-siddhi- 
artham—for the sake of its accomplishing [the action]; parasmin— 
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to something else; sva-samarpanam—imparting its own [qualities] 
(see the end of the vrtti); yayoh—whose; te—those; laksane—two 
kinds of laksanda; suddhe—pure; prak—are the preceding elements; 
upadana-laksane—words upadana and laksana. 


When the literal meaning indicates something else for the sake 
of accomplishing the action, that is called upaddna-laksana 
(Inclusive Indication) (ajahat-svartha). And when the literal 
meaning imparts its own qualities to something else, that is 
called laksana-laksana (Exclusive Indication) (jahat-svartha). 
Both of these kinds of /aksand are suddha (pure, devoid of any 
superimposition). 


prag-vartint upddana-laksana-pade yayos te. tena updaddana- 
laksand, laksana-laksanad vety arthah. upacarendamisratvat 
suddhe. prthaktvena vartamanayor dvayor aikyaropa upacarah. 
tatra “venur gayati, vinah srutim anukurvanti” iti venv-adibhih 
sva-siddhy-artham — sva-sva-vadakanam  paresam _ sri-krsna- 
lalitadinam aksepah krta ity upadana-laksana. yatra yatravina- 
bhavo ’rthapattir va, tatra tatra nopadana-laksana, prayojana- 
rudhyor abhavat. yatha—“gaur anubandhyah” iti sruti-coditam 
anubandhanam katham sydd iti jatya vyaktir aksipyate, na tu 
sabdenocyate, “visesyam nabhidha gacchet ksina-saktir visesane”’ 
iti nvayat. uktam ca vakyapadiye—“gauh svariipena na gaur nadpy 
agaur gotvabhisambandhat tu gauh” iti. evam kriyatam ity atra 
karta, kurv ity atra karma, pravisa grham, pindam bhaksayety-adisu 
aksepa eva. “pino devadatto diva na bhunkte, ratrau bhunkte” iti 
tu arthapattyaiva gamyata ity-ddisu nopaddana-laksand. kevalam 
“kuntah pravisanti” ity-ddisu sa. “gangayam ghosah” ity-adau 
Saitya-pavanatvdadi-sva-guna-samarpana-laksanena laksana- 
laksana. 


Both these kinds of /aksand are Suddha (pure) because they do 
not involve upacara. Upacara is the superimposition of oneness 
on two things that exist separately.© 


63  Visvanatha Cakravarti: For example, there is upacdara in gaur bahikah (the 
outsider is an ox) (2.21). 
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In this regard, venur gdyati vinah Srutim anukurvanti, “The flute 
plays, and the lutes follow the notes” is an example of updadddana- 
laksana because the flute and the lutes indicate something else, 
namely Krsna and gopis like Lalita who play these instruments. 


Upddana-laksanad cannot exist whenever there is either an 
invariable concomitance (avind-bhava) or an inference, since 
there is no purpose or convention in either case. This illustrates 
invariable concomitance (the vyakti is indicated by the jati): 
Upon hearing the injunction gaur anubandhyah (a bull should 
be tied up), a person wonders (taking the word bull to mean 
bullness): “The scriptures enjoins that bullness should be tied 
to a sacrificial post, but how can that be accomplished?” Then 
he ascertains that an individual is indicated by the category, 
but is not directly expressed by the word, in accordance 
with the maxim: “Denotation (abhidha) exhausts its power 
in referring to the qualifier (the jati, cowness). It cannot then 
refer to the qualified (the vyakti, individual cow)” (Locana 1.4) 
(Kavya-prakasa 2.10). In Vakya-padiya it is said: “A cow is not 
considered a cow merely on account of form (having a dewlap 
and so on), nor is it considered something other than a cow. A 
cow is considered a cow because of a connection with cowness” 
(cited in Kavya-prakasa 2.8). 


Other examples of invariable concomitance are as follows: 
When someone says katah kriyatam (a straw mat should be 
made), a doer (tvayd, by you) is understood. When someone 
says tvam kuru (you should make), a contextual object (katam. 
straw mat) is understood. When someone says pravisa (enter), 
the house is understood. When someone says pindam (the lump 
of food), the verb “eat” is understood. In all such cases there is 
only an invariable concomitance. (There is no figurative usage.) 


This is an example of arthadpatti (presumption): “Devadatta is 
fat, but he does not eat during the day.” He must eat at night. 
In such cases there is no upaddana-laksana. (This is because the 
literal meaning holds.) Updddana-laksana occurs in wordings 
such as kuntah pravisanti (the spears enter). 
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In gangayam ghosah (the cowherd village on the Ganges), there 
is laksana-laksana on account of the Ganges’ imparting its own 
qualities of coolness, purity, and so on. 


COMMENTARY 
Kavi Karnapira’s adding the verb prativasati to the example 
gangayam ghosah to complete the sentence (2.19) is another 
instance of avind-bhava (invariable concomitance) (2.16). 


Another type of upacara is the attribution of a particular operation 
on something that would not normally have that function. Jiva 
Gosvami illustrates it: ganga-kilam pipatisatity-ady upacardt, 
“Examples like “The bank of the Ganges wants to collapse” are 
valid by upacara” (Hari-namamrta-vyakarana 580). Another 
example is mancah krosanti (the beds scream) (2.17). In text 2.29, 
Kavi Karnapira provides a literary usage of this type of upacara. 


Kavi Karnapira is the only poetical theorist who restricts laksana- 
laksana to the imparting of qualities. Thus, in his methodology, 
viparita-laksana (figurative usage in the form of the opposite 
meaning) (irony) does not always have an implied sense. He uses 
viparita-laksand in the next chapter (3.4; 3.7; 3.33), and says 
it is included in jahat-svartha (3.4). Visvanatha Kaviraja classes 
viparita-laksand in the category of laksana-laksana.™ 


2.26 
purvais caturbhir bhedaih sa 
dvabhyam abhyam ca sad-vidha (13ab) 


purvaih—previous; caturbhih—four; bhedaih—by the varieties; 
sd—that [figurative usage]; dvabhyam abhyam—with these two; 
ca—and; sad-vidha—of six kinds. 


64  vaiparitya-laksanah sambandhah. phalam apakaratisayah. iyam eva jahat- 
svarthety ucyate (Sahitya-darpana 2.7). 


Figurative Usage 


(laksana-vrtti) 


—— ——.3 


prayojana-vati laksana rudhi-laksana 
(purposeful) (conventional) 
saropa sadhyavasana suddha 
(with a superimposition) (with an introsusception) (pure) 
(without any 
superimposition) 


gauni suddha gauni suddha 
(qualitative) (nonqualitative) (qualitative) (nonqualitative) 
updadana-laksana laksana-laksana 


(inclusive indication) (exclusive indication) 
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Thus there are six varieties of Jaksana, by counting the previous 
four kinds (gauni saropa laksana, Suddha saropa laksana, gaunt 
sadhyavasana laksana, and suddha sadhyavasana laksanda) and 
these two kinds (upadana-laksana and laksana-laksana). 


2at 
gudha-vyangya gata-vyangya 
vyakta-vyangyeti sa tridha (13cd) 


gudha-vyangya—where the implied meaning is hidden; gata- 
vyangya—where the implied meaning is absent; vyakta-vyangya— 
where the implied meaning is obvious; iti—thus; sa—that [laksana]; 
tridha—is of three kinds. 


Laksana is divided in three broad categories: (1) The implied 
sense is abstruse, (2) There is no implied sense, and (3) The 
implied sense is obvious. 


sd laksand. gata-vyangyeha ndadriyate. 


From now on, the /aksand devoid of an implied sense will not be 
taken in consideration. 


COMMENTARY 
Figurative usage has two broad categories: conventional and 
purposeful. An implied sense only occurs in the latter and is either 
abstruse or obvious. 


2.28 
gtidha-vyangya yatha, 


This is an example of /aksand where the suggestion is abstruse: 


utkirnair iva citritair iva navodbhinnair ivodyad-vayah- 
kunde vibhramitair iva smara-kala-sdne nisatair iva 

magnonmagnataydalasair iva bhrsam lavanya-vapi-jale 

keyam keli-kala-nidhih subala me ceto haraty angakaih 


98 Alankara-kaustubha 


utkirnaih—artistically carved; iva—as if; citritaih—multi-colored; 
iva—as if; nava-udbhinnaih—newly sprouted; iva—as if; udyat- 
vayah-kunde—for fresh jasmine flowers; vibhramitaih—confused; 
iva—as if; smara-kala—of Cupid’s arts; sane—on the grindstone; 
nisataih—sharpened; iva—as 1f; magna-unmagnataya—on account 
of being dipped in and taken out of; alasaih—lazy; iva—as if; 
bhrsam—tepeatedly; lavanya—of loveliness; vapi—of a pond; 
jale—the water; ka—who is; ivam—this girl; keli-kala-nidhih— 
who is a reservoir of playful arts; swbala—O Subala; me—my; 
cetah—mind; harati—who steals; angakaih—with Her limbs. 


O Subala! Who is this reservoir of playful arts who steals My 
mind with Her limbs? Her limbs are as if artistically carved, as 
if multi-colored, as if newly sprouted, as if confused for fresh 
jasmine flowers, as if sharpened on the grindstone of Cupid’s 
skills, and as if repeatedly dipped in and taken out of a pond 
of loveliness. 


atrotkirnadinam laksanikanam padanam vyangyam giudhataya 
prakdasate. tatha hi—utkirnair iti nirmdna-visesah, citritair iti 
nana-varnatvat kara-carana-nayana-bhri-latadisu ye ye varnas 
tais citritvam, navodbhinnair ity ankuratvaropena komalatvam 
dhvanyate. udyad-vayah-kunda iti suvalitatvam, smara-kala-sana 
iti hi smara-krta-sGnataya ceto-bhedakatvam, magnonmagnatayeti 
lavanyadhikyam. idam tv aspastam eva. 


Here the suggestions made by the figurative words utkirnaih 
and so on are abstruse. For instance, (1) An excellent build is 
implied by the word wtkirnaih (artistically carved), (2) Multi- 
coloredness on account of the different colors in the hands, 
the feet, the eyes, the eyebrows, and so on is implied by the 
word citritaih (multi-colored), (3) Softness on account of 
the superimposition of fresh sprouts is implied by the word 
navodbhinnaih (newly sprouted), (4) The quality of being well- 
rounded is implied by the word udyad-vayah-kunda (fresh 
jasmine flowers), (5) The quality of piercing the heart is implied 
by the word smara-kald-sane (on the grindstone of Cupid’s 
arts), and (6) An abundance of beauty is implied by the word 
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magnonmagnataya (on account of being dipped in and taken 
out of). All these suggestions are abstruse. 


COMMENTARY 

Arguably it can be said that there is no figurative usage in this 
verse because the word iva (as if) is used. Bhatta Nayaka wrote: 
iva-Sabda-yogad gaunatapy atra na kacit, “Because of the word 
iva, there is no secondary usage” (cited by Abhinavagupta in 
Locana 2.1). For instance, the meaning “as if artistically carved” 
makes sense literally—although it might have to be explained by 
Mammata’s tatparya-vrtti (Purport)—and so the first condition for 
laksana to take place is not met (2.17). 


It cannot be said that utkirnaih and iva are two completely separate 
words so that figurative usage has to be applied. Particles like ca 
and iva are classed in the category called padamsa (part of a word) 
(3.55). Commenting on Kdavya-prakasa (verse 108), Narahari 
Sarasvati Tirtha and Govinda Thakkura explain that although using 
the term padamsa in that way is figurative, words such as ca and 
iva cannot be analyzed by themselves. 


2,29 
agudha yatha, 


This illustrates Jaksand where the suggestion is obvious: 
lila-vilasa-mahurima-garima Ghira akumarianam 


kanhanuraa-guruna viaddha-bhaa padhaido jhatti 
(Saurasent Prakrit) 


65 atreti, ceti nipadtah. vira-rasa-nistha-tulya-yogitalankarah — vira-rasa- 
prakarsam vyanaktity arthah. yadyapi ca-padam eva na padaika-desah tathapi 
padaika-desasyaiva ca svatantryenadprayogat padaika-desasyaivopacarah (Bala- 
cittanuranjini); yady api ceti bhinnam eva padam na tv anyasyaika-desas tathapi 
kevalasya tasyasadhutvat padaika-desopacarenodaharanam. atraivoktam bhoja- 
rajenopama-prakarane, “na hivadeh sarthakatve ‘pi prthak-padatam anusasti” 
iti (Kavya-pradipa). Bhartrhari wrote: caddayo na prayujyante padatve sati 
kevalah | pratyayo vacakatve ‘pi kevalo na prayujyate || (Vakya-padiya 2.194) 
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ltla-vilasa-madhurima-garima abhira-kumarikanam 
krsnanuraga-guruna vidagdha-bhavam pathito jhatiti 
(Sanskrit rendering) 


lila-vilasa—of enjoying playful pastimes; madhurima— 
of sweetness; garimad—in which there is greatness; dbhira- 
kumarikanam—of the cowherd girls; Arsna-anuraga—love for 
Krsna; gurunad—by the guru; vidagdha-bhavah—skillfulness; 
pathitah—was taught; jhatiti—quickly. 


Love for Krsna, which is the gopis’ guru, quickly taught them 
skillfulness in the great sweetness of playful pastimes. 


atra pathita ity agtidha-vyangyam. 


Here the word pathitah (taught) creates an obvious suggestion. 


To view the complete version of this book, click 
here. 


66 The Sanskrit rendering of Prakrit verses is provided by Puri Dasa in his 
edition of Alankara-kaustubha and sometimes by Visvanatha Cakravarti. 


